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FOREWORD 


Federico Garcia Lorca is one of Spain's greatest literary figures and one of the foremost poets and playrights of the twentieth 
century. Born in Granada in 1898, Lorca’s art embraced the rich cultural traditions -Spanish, Islamic, gypsu- of his native region 
at a time of deep political and social turmoil. During his tragically short career, Lorca was assassinated by a fascist firing squad 
in 1936, he produced poems of extraordinary lyric beauty and dramas that cut to the heart. 

Yet, for all the recognition of this man's prodigious literary talents, his achievements as a visual artist have gone 
largely unheralded. Lorca's drawings -executed on inexpensive papers in pencil, ink, crayon, pastel and gouache- explore various 
styles with an inventiveness and range of expression as wide as his written works. His art includes comic caricature, surreal 
images of powerful fantasy, cubist experiments, and sketches of childlike simplicity and directness. These works were done for 
himself, as gifts to friends, as illustrations on letters and books, or as designs for costumes or stage sets. This pervasive use of 
drawings is not surprising for from an early age Lorca was engaged with the visual arts. As a student in Madrid, he was a close 
JSriend of Salvador Dali and Buruel and was a serious student of the work of Picasso, Juan Gris, and Braque. Indeed, Lorca saw 
in the visual arts a striving for formal perfection as demanding as poetry. 

However, his search for perfection was not tied to reality for realism was what he called, "a painful battle with forms, 

rom which the painter always emerges vanquished and with the work dead.” In abstraction he found "a created Teality that unites 
with the reality that surrounds us...." For Lorca drawing was sheer joy. He wrote: "These drawings are pure poetry or plastic form 
at the same time. I feel clean, comforted, happy, boyish when I make them.” 

This book, an English translation by Christopher Maurer of the original Spanish work Libro de los dibujos de Federico 
Garcia Lorca by Mario Hernandez, edited by Tabapress in Madrid in 1990, has been produced on the occasion of the exhibition 
The Drawings of Federico Garcia Lorca, organized by Duke University Museum of Art in association with the Federico Garcia Lorca 
Foundation, Madrid. The exhibition presents some 95 works including drawings as well as sketches on manuscripts and books. 
These works, which span Lorca’s career, provide an extraordinary insight into a complex personality. Self-portraits, abstract 
sketches, whimsical doodles, and darker drawings that deal with sex, love and death help us to understand new aspects of 
Lorca's life and work. Borrowed from the holdings of the Lorca Foundation, from members of the Lorca family and the City Council 
of Granada, the drawings provide a special opportunity to experience a little-known facet of this extraordinary artist, one whose 
influence has extended throughout Europe, the United States, and Latin América. 

I am very grateful to the Lorca Foundation and its director Manuel Femdandez-Montesinos Garcia. His enthusiasm, 
perseverance, and desire to see Lorca’s art brought to a wider American audience have made this exhibition, the first national 
tour of Lorca's drawings, possible. Working with him has been a pleasure and an honor. A special word of thanks is also due to 
the directors of the participating museums: John Leeper, the now retired director of the Marion Koogler McNay Art Museum, San 
Antonio, Texas; David Mickenberg, Mary and Leigh Block Gallery, Northwestem University, Evanston, Illinois; and Donald Knaub, 
Meadows Art Museum, Souther Methodist University, Dallas, Texas. The presentation of the exhibition at the Duke University 
Museum of Art and the publication of this book have been made possible by a grant from the Mary Duke Biddle Foundation. As 
always, the Foundation is in the forefront in supporting the museum's initiatives. 


The Duke Museum is particularly pleased that it has been able to assist Duke Press in the publication of this 
important contribution to Lorca scholarship by Mario Hemdandez. Based on his 1986 work Federico Garcia Lorca: Dibujos, his new 
work, Line of Light and Shadow: The Drawings of Federico Garcia Lorca, has been revised and updated and includes significant 
new works that have come to light in the last four years. Unlike the first work, it includes full page reproductions of 120 drawings 
as well as much new material. Thus, this book serves both as the first complete English language study and catalogue raisonné 
of Lorca drawings and as a record of the exhibition. 

Special thanks must be extended to Joanne Ferguson, who so ably orchestrated its production. 


Michael Mezzatesta 
Director Duke University Museum of Art 
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TRANSLATOR’S NOTE 


Prepared 7 a ee Ee ie ae petra of oes in New York was being celebrated at Columbia University 
waa oe Baa ere eo oe Sener Libro de los dibujos de Federico Garcia Lorca 
Professor Hernandez’s book was still in : ietieainauiecs Souls ae 
eRe eee Bee a I worked on it, battling Spanish syntax, an avalanche of fax messages from Madrid, 
ae eae - ae ae of Lorca’s graphic works were planned for Winter and Spring of 1991 in the United States, 
Gee acc teen age on Southern soil at the same time as the drawings. The translation was done 
Las ae = ne the proofs were read by Tabapress in Madrid, and the book was handsomely printed 
Festina lente indeed! The book ae te University Press even had the chance to announce if in its catalogue. 
and have sometimes quoted from En; ae slightly adapted for the English reader. I have inserted parenthetical explanation 
iauhe(ars wings Have neen : aa of books by and about Lorca, Titles invented by Lorea and inscriptions 
are provided in appendix, My hea to ae languages, A full list of Spanish titles and an index of English ones 
faith, and sense of the absurd; to ae o1 Dbe Ualverelty Press, for hen metals Cc gaia 
to Mario Hernandez, for his generous help; to cone pe ey eee) of the Fundacién Garcia Lorca; 
and to Maria Estrella Iglesias and Daniel and Se a ne nes Te Dace 
’ anslation is lovingly dedicated. 


CHRISTOPHER MAURER 
Vanderbilt University, Nashville, 
December 19, 1990, 





One of the loveliest photographic 
portraits of Lorca. 

He has dated it in Granada, 1927 
in the copy he made for his 
English friend Campbell 
Hackforth-Jones. The friend 

had visited him in Granada 
during Christmas vacation, 1926, 
and it seems likely that 

the picture and dedication 

are from January 1927, 

toward the end of his stay. 

To the left, on the Turkish 

bed on which the poet 

ts sitting, is an exquisite 
embroidered pillow, 

which must have been done 

by the poet's mother, 

a master of the art. 

The year that the pillow 

was embroidered, 1924, is visible. 
The Cubist still life by Dali 
hanging on the wall is from 

the same year. It was shown 

in 1925 in Madrid, 

at the first exhibition of the 
Sociedad de Artistas Ibéricos. 
Dali must have given it to Lorca 
in 1924 or 1925, together 

with a “Nude” that was shown 
in the same exhibition. 





"Portrait of Salvador Dali’, exhibited in the Galerias Dalmau, Barcelona 
(1927). It was drawing no. 24 in the catalogue. Lorca has portrayed the 
painter beneath a tower with a waning moon. Sexual allusions and 
symbols which obsess Dali are treated humoristically, and the friend is 
defined with a mitre with a star, a large fish, like a medallion, on his 
chest, a palette with a protruding, phallic finger, and a hand in the 
vase or fishbowl, each of the fingers bitten by a fish. The title, 
dedication, and date are missing: they seem to have been ripped off 
(cat., 116). 


PREFACE 


The observation was made humorously by Salvador Dali, who was reviewing an exhibition 
of Lorca’s drawings at the Galerias Dalmau, Barcelona, in 1927: "Lorca’s recently exhibited 
drawings have a poetical and aphrodisiacal plasticity. And yet, at least for us painters from 
the Ampurdan, they have a defect that will probably never be found in our own work. The 
defect, which seems more attractive by the moment, is that they are absolutely exquisite." 

No matter what one thinks of this or that individual work, Lorca’s drawings are still alive 
in their suggestiveness and unending fragrance, from the independent drawings done on 
drawing board or paper to the ones made in copies of his own literary works; copies which 
he illustrated and gave away as priceless gifts, drawing on pages where there was no 
opportunity to correct his own confident, inspired strokes. 

Much time would elapse between the favorable judgment of Dali and the knowledge and 
thorough evaluation of the poet's drawings. The first difficulty lay in the fact that they were 
scattered over a wide geographical area. Throughout his short life, the poet had given them 
to numerous friends in Spain and America. The posthumous edition of Poet in New York 
(Mexico, 1940), illustrated with four drawings, called attention for the first time to Lorca’s 
plastic world. Pioneering essays and brief compilations issued by Gregorio Prieto and by 
Jean Gebser at the end of the 1940s, centered that attention specifically on the drawings. 
Both Prieto’s book, Dibujos de Garcia Lorca (Madrid, 1949 and 1955) and Gebser’s Lorca 
oder das Reich der Mutter (Stuttgart, 1949, with a French translation of the same year, 
Lorca, poéte-dessinateur, Paris) were, for a long time, almost the only source material 
available to those who wanted to explore that unknown area of Lorca’s work. A third source 
appeared a little later, the Obras completas edited by Arturo del Hoyo for Aguilar, Madrid. 
The first edition, 1954, included the drawings that had been collected by Prieto and Gebser, 
and a few others provided by the Lorca family and other sources. But the material was still 
rather meager and was sometimes badly reproduced, without anyone taking care to preserve 
"the emotion of the line." The phrase comes from one of Lorca’s letters; he is identifying 
what he considers to be the chief value of his graphic work. Gebser's book, which did 
manage to preserve Lorca’s trembling penstrokes, had already opened the way toward 
serious appreciation. 


A symptom of that slowness has been the scant 
attention paid to the drawings by Lorca specialists, who mention the drawings only 
circumstantially. It is only fair to note that it was an extremely arduous task simply to 
discover, order, and edit the poet's literary work, much of which remained unpublished 
when Lorca died in 1936; and that the process of recuperation and textual clarification is 
still taking place today. And yet, ignorance of the graphic works has made it possible for 
apocryphal drawings (all of them apparently made by the same person in Granada) to 
mingle with the authentic ones. One of those false drawings appeared in the poetry 
magazine Trece de Nieve, ina special issue (n.s., nos. 1-2, 1976) devoted to Lorca, together 
with numerous unpublished drawings and contributions by Rafael Alberti and Joan Miro. 
The drawing, which illustrated an article by José Angel Valente (p. 197) forms part of a long 
series of false drawings that were already in the hands of collectors throughout Europe and 
Latin America. A false drawing found its way also into the second volume of Ian Gibson's 
biography of Lorca: illustration 54 of Federico Garcia Lorca. 2. De Nueva York a Fuente 
Grande (1929-1936) (Barcelona, 1987), a book which contains another four previously 
unknown drawings and dedications of undoubted authenticity. 

Despite these setbacks, by the 1970s Lorca studies had been successfully renewed and 
had made much progress. A first scrupulous attempt at a catalogue, by the French scholar 
Patrick Fourneret, was, unfortunately, never published. In his Federico Garcia Lorca. Oeuvre 
graphique (a memoire de maitrise of the Faculté de Lettres de Bensancon, 1969), Fourneret 
collected information on 163 drawings. In 1977, the gallery of the Banco de Granada 
brought together an exhibition of drawings and documents never before shown in public. 
from the Lorca family collection ae ie a o ee eee 
exhibit the graphic work of the set ae mere oman ee 
Bae et a eee . y, in 1986, on the fiftieth anniversary of Lorca’s 
bee ete ppeated with 352 documented pieces. The catalogue, for 

ponsible (Federico Garcia Lorea, Dibuj 
Madrid, Ministerio de Cultura) was done f en mune 
Ganeaie ras inenandraaeiee ue ora major exhibition initiated by the Fundacion 
Teaae aloe ie ant CuNicenner nee [ SDBROIRC AMIE Conte Tae a 
on, the "prologue" of which had taken place at the Fundacion 


R drigu a. 
‘01 eZ Acosta, Granad: 4 brought into full 
view what had long been a submerge 


The situation improved very slowly. 





The present volume goes back over the 1986 catalogue, Dibujos, which is now out of 
print, completing it and bringing it up to date. Not only has the number of catalogued pieces 
reached 383 (with unitary series that include more than one painting), but the information 
pertaining to each drawing has been augmented and revised. When appropriate, drawings 
have been redated. The graphic works are viewed in a new manner, with a careful 
reproduction of selected drawings grouped in eight sequences. Each of these series is 
preceded by an interpretive essay, and these essays are preceded by a general introduction. 
The book has a double objective: the cataloguing and reproduction of all of the known 
material in chronological order and also the detailed interpretation of the principal 
sequences. 

This book takes up an old project of Lorca himself, who dreamt in 1927 of collecting all 
of his drawings into a book, with texts by Salvador Dali and by the art critic Sebastian 
Gasch. The project was never realized. Our needs and goals are different now, but at least 
the dream of bringing together all of Lorca’s work has been fulfilled. I have admitted even 
the least important of Lorca's sketches, for they often seem to shed light on certain aspects 
of his creative world. One can retrace much of the poet’s bibliography and life from the 
dedications and drawings he made in copies of his own books. Many of these are among the 
best works he ever did. Lorca devoted the same attention to the most ambitious of his 
independent drawings as he did to the drawings of gypsies and sailors with which he 
adorned his own books and those of others. 

In preparing this book, I am grateful for the constant help of Manuel Fernandez- 
Montesinos, tireless secretary of the Fundacion Federico Garcia Lorca, Madrid; for the 
expert professional advice of the Spanish publisher, Jesus Campos; and for the hard work 
and careful observations of those who took an active role in the preparation of the 1986 
catalogue, upon which the present volume is based: Teresa Pellicer and Vicente Carmona. 
I am indebted also to Christopher Maurer, who translated this book into English, for his 
constant friendship and wise advice. 
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Salvador Dali signed this expressive portrait of Lorca 
in the Café de Oriente, Madrid, 1924. The date does 
not correspond to the year that the portrait was done; 
it evokes a time when Dali was painting in the Cubist 
style and when Lorca had published only one book of 
poetry, "Libro de poemas" (1921). The portrait is one 
of the illustrations from "The Secret Life of Salvador 
Dali" (1942), and was probably done as Dali worked 
on that book. Lorca's eaten-away face is brilliantly 
suggested by round or fringed ink blots, that transmit 
the vision "from memory" of the murdered poet. The 
Catalonian painter described his meeting with Lorca 
at the Residencia de Estudiantes in Madrid in these 
words: "Federico Garcia Lorca’s personality made a 
tremendous impression on me, The entire poetic phe- 
nomenon "in the raw" suddenly rose up before me in 
the flesh, confused, bloodshot, viscous and sublime, 
vibrating with a thousand fireworks and subterra- 
nean biology, like all matter endowed with the 
originality of its own form’. 


LINE OF LIGHT AND SHADOW 


Federico Garcia Lorca, a poet with an exquisitely sensitive plastic 
imagination, employed only a few simple techniques in his drawings. 
But he did so with the very same refinement, inventiveness, and love 
of the concrete that characterize his poetry. Over the length of his 
short life (1898-1936) his interest in painting deepened and took root, 
both in his drawings and in his lyrical vision, until it became an 
integral part of the way he interpreted reality. Lorca the poet, play- 
wright, stage director, musician and lecturer, is no less remarkable 
as a draftsman, and it is not surprising to hear him tell a friend in 
autumn 1928: "I have written like crazy. I have an infinite number of 
poems, drawings, and prose pieces."! This confession is from a letter 
written after Lorca’s first "professional" exhibition in 1927, in the 
prestigious Galerias Dalmau, Barcelona, where Catalan friends like 
Salvador Dali and J.V. Foix had sponsored a very unusual exhibition 
by a dramatic poet fresh from the Barcelona premiere of Mariana Pi- 
neda (a play that contains traces of Hispanic Modernism but which 
also gives ample evidence of Lorca’s plastic vision). 

The beginnings of Lorca’s devotion to the art of the drawing 
were noticed by one of his friends, Melchor Fernandez Almagro, in an 
early article of 1923. As part of a continual campaign on behalf of 
Lorca’s unpublished work, the enthusiastic friend commented on 
poems and books not yet in print (in poetry Lorca had published only 
Book of Poems, 1921). Almost in passing, Fernandez Almagro re- 
marks; 


Federico Garcia Lorca, the greatest revelation in recent 
poetry, is 25 years old. As a child he studied to be a 
musician, but he has tumed out to be a poet. One can 





‘Letter to Melchor Fernandez Almagro in FGL, Epistolario, ed. Christopher Maurer, 
Madrid, Alianza, 1983, vol. II, p. 117. 


easily detect the influence of that early musical training in 
the liter ary work of this victorious hunter of rhythms. 
Today Lorca succumbs also to the temptation of colored 
pencils, and joins color to rhythm while composes pictures 
[estampas] and poems. Poems and pictures he keeps tuck- 
ed away in folders, opened from time to time with a 
confidential hand.? 


The chiasmic repetition of nouns suggests that to Fernandez 
Almagro poems and pictures are one and the same thing. The word 
he uses for "pictures," estampas, evokes a mode of composition 
reminiscent of Romanticism or of popular engravings of the nine- 
teenth century. We do not know what sketches Femandez Almagro 
might have seen, but they would not be very different from the ones 
that are extant: girls in a garden of cypress trees in dresses that 
evoke the theater; the figures of saints in the midst of country 
landscapes; and domestic interiors faintly reminiscent of the stage 
designs of Expressionism.® In these early works, we can already see 
the simplicity of the poet's drawing materials -ink or India ink and 
colored pencils on paper- and that deep lyrical fragrance which, 
thanks to its naiveté and stylization, manages to avoid the purely 
academic exercise. In time Lorca was able to master his limitations 
or, better said, work from a calculated awareness of those possible 
limitations. 

A good number of caricatures from 1923 survive: rude, in- 
genuous attempts at satire. These drawings, done at café tables, form 
an isolated group in the poet's graphic expression, perhaps because 
they were done simply for amusement by a youthful group that dis- 


2"E1 mundo Ifrico de Federico Garcia Lorca,” Esparia, October 13, 1923. There are 
vignettes and sketches that predate 1923, e.g. drawings 294 and 356. 


Stam referring to drawings like 69, 71, 360.2 and 323.2. 


Cover of the first edition 
of "Poema del cante 
Jondo" (‘Poem of the Deep 
Song’), Madrid, Ulises, 
1931, by the designer 
Mauricio Amster, who 
incorporated the book's 
table of contents into the 
design, perhaps at 
Lorca's suggestion. 





tidialogo del amargos 


sented, sometimes radically, from its social and political sur- 
roundings. Reminiscent of the drawings that had appeared in the 
satirical press of the nineteenth century, these sketches often involve 
characters whose context is difficult to document, Other drawings in 
the series seem to allude to the intellectual world of the university, 
the monarchy, politics, and the clergy, Those young men probably 
agreed with Antonio Machado's diagnosis of provincial Spain, We can 
see Machado's influence, for example, in the caricature of the 
inhabitant of an Andlausian casino: 


beneath the gray mustache are lips of ennui, 
and a sad expression that is not sadness, 

but something more and something less: the void 
of the world in the hollow of his head. 

He ts wearing a jacket of plum-colored velvet 
and trousers with buttons, 

and a caramel-colored Cordovan hat, 

neat and shapely.4 


In these caricatures one also finds a certain Andalusian icono- 
graphy that will be drastically modified in the rest of Lorca’s graphic 
work: the young dandy with a flat-brimmed, Cordovan hat Standing 
in the door of a tavern; a gypsy woman with naked breasts a 
mustache and hairy arms, ete. The satirical elements dissolve in 


es 


‘"Del pasado efimero,” in Poesias com i 

I y pletas, Madrid, Publicaci 
Estudiantes, 1917, p- 207. Lorca celebrates his readin, tae 
Hees begins, "I would leave in this book / all 
seen / the landscapes with me, / and shared 
vol, I, ed. Arturo del Hoyo, fae 


clones de la Residencia de 
ig Of this book with an emotional 


my soul. / This book which has 
Q hours.” 
Madrid, Aguilar, 1986, p- 993. 
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without losing their lyrical tension. The poet 
5, as he was doing in his still unpublished Poem 
book where even sound acquires geometric 


irony and humor 
abstracts and stylize 
of the Deep Song, 1921,a 
and plastic materiality: 


The ellipse of a shout 
goes from hill 
to hill 


From the olive trees 
it will look like a black rainbow 


over the blue night. 
Ay! 


Like the bow of a viola, 
the shout has been thnumming 
the long strings of the wind. 


In the schematic nature of this poem, in its capacity for sug- 
gestion without explanation, and in its very chromatism, one catches 
a glimpse of the artist to come: the Lorca of precise, synthetic vision 
who will express a dramatic world ruled over by death. This will not 
be Lorca’s only voice, but in it we can hear the young poet decanting 
in his own way the lessons of the avant-garde and refining his initial 
effusiveness, In his poetry, theater, and drawings, Lorca was 
responding to the revitalizing current that had affected some of his 
closest mentors, like Manuel de Falla, the author of The Corregi-dor 
and the Miller's Wife, 1917, a work which two years later, with the 
collaboration of Diaghilev, evolved into the ballet Le tricorne, with 
stage and costume designs by Picasso. A tale of ancient Spain, kept 
alive by traditional poetry and by Alarcén’s novel The Three-Comered 
Hat, is expressed in a luminous new way. The example of Falla, and 
all that it implies, is at the root of many of Lorca’s projects. 

Not all of Lorea’s drawings of the early 20s remained "tucked 
away in folders." He had begun to bestow them upon friends as gilts, 
and to illuminate his letters with lovely sketches. The friends to 
whom he presented drawings were diverse and numerous: e.f., the 
Argentine painter and engraver Norah Borges (sister of Jorge Luis); 
the pianist Rosa Garcia Ascot, a disciple of Falla; or the Catalan 
artist Salvador Dali and his sister Ana Maria, In these drawings 
Lorca was beginning to show his world to others. On one occasion the 
painter Gabriel Garcia Maroto, who published Lorca’s Book of Poems, 
Surprised him with some news from Madrid: "In a few days I am 
going to put on an exhibition in my print shop, magnificently decked 
out for the occasion, and I'm going to show my own pictures and 
those of others, including yours, What do you think?"® Lorca’s fame 
was growing, nurtured by a group of faithful friends, He had already 
become the young man evoked, many years later, by Pablo Neruda: 


——— eee 


*From a letter i 
a4. duoted by Christopher Maurer, "De la correspondencia de Garefa Lorca’ 
datos inéditos sobre la transmisin de su obra," Boletin dea Fundacion FGL, 1 (1987), 


P: 62. Maurer give: “ " if : 
inate rove a hypothetical date~'Summer 1921?"'-+that is probably two oF 





Design by Picasso for "The Three-Comered Hat" of Manuel de Falla, 
performed by the Ballets Ruses in 1919. 


When I take a melancholy look at photographs from that 
period I am amazed by his youth, by his almost childish 
face. He was an abundant child, the growing stream of a 
mighty river. He spent his imagination generously, 
conversed with illuminations, made a gift of his music, 
gave away his magical drawings, broke down the walls 
with his laughter, improvised the impossible, and tumed 
the prank into a work of art. Never have I seen so much 
attraction and so much constmuction in a human being.® 


As part of the complex artist he wanted to become, Lorca was 
acquiring a certain professional awareness of himself as a "painter." 
In 1923 he worked with the engraver Hermenegildo Lanz in Granada 
on the stage sets for a puppet session at the Lorca family’s house. 
One of the puppet plays was his own, The Girl Who Waters the Basil 
and the Inquisitive Prince, based, the subtitle informs us, on an "Old 
Andalusian Tale in Three Engravings and a Chromolithograph." At 
the piano, accompanied by a tiny orchesira -violin, clarinet and lute- 
sat an old friend of the Lorca family, Manuel de Falla. One of the 
stage sets, ingenuous-looking and brilliant, a Garden with the Tree 
of the Sun and the Tree of the Moon, was based on a miniature in the 
Codex Granatensis, a natural history of the 13th century from the 
library of the University of Granada.’ Typically Granadan motifs like 
the fountain with a water jet come together to evoke a magical garden 
where sun and moon are shown as trees invested with oracular 
power. This stage set reveals the typically Granadan sense of a 


®Querian matar la luz de Espajia," in Para nacer he nacido, Barcelona, Seix Barral, 1977, 
p- 107. The text was written in 1968. 


7See my article "Ronda de los autorretratos con animal fabuloso y andlisis de dos 
dibujos neoyorquinos," in FGL, Dibujos, ed. Mario Hernandez, Madrid, Ministerio de 
Cultura, 1986, pp. 92-93. 


"closed garden," as do the caérmenes (houses with walled gardens) of 
the city, and it gives us a vision of nature under the spell of magic. 
We find here both play and poetry, although the ludic character of 
the piece does not make it superficial. 

Besides the exhibition organized by Garcia Maroto (19247), 
Lorca also showed his drawings -at least twice, it seems- in the house 
of one of his friends from Granada, Ramon Pérez Roda.* Those were 
the years when Lorca’s circle of friends coincided with the one 
surrounding Falla, and when the poet dreamt of putting on his works 
-The Billyclub Puppets, Mariana Pineda, The Shoemaker’s Prodigious 
Wife- in the theaters of Barcelona and Madrid. He and Falla were at 
work on a comic opera, Lola the Playactress, which they never 
finished. As a poet, Lorca was already working on perfectly "mature" 
books like Songs (1927) and the Gypsy Ballads (1928). He was now 
a member of the poetry circles of Madrid, presided over by the 
example and the critical mordacity of Juan Ramon Jiménez, and he 
was surrounded by friends like Jorge Guillén, Rafael Alberti, Salvador 
Dali, Luis Bunuel, Emilio Prados, all of them creators with strong 
personalities. 

In 1925 he signed the manifesto entitled "Salon of Iberian 
Artists," published in the magazine Alfar (number 51, 1925) and co- 
signed, among others, by the painter Daniel Vazquez Diaz, the 
composers Manuel de Falla and Oscar Espla, and the writer José 
Bergamin. This manifesto called for a society -the one formed by the 
signers- to defend and disseminate avant-garde art in Madrid.° Lor- 
ca had already begun to regale his friends with his series of clowns, 
sailors, and Spanish ladies in transparent mantillas -drawings 
bathed in bright colors. Some of these drawings are made with a 
certain clumsiness, but the very lack of skill and confidence (these 
qualities would come later) contributes to their charm. Clowns or 
ladies -the latter faintly suggestive of Goya- turn into transpositions 
of the poet's lyrical world. They seem to celebrate the world of 
childhood, with its magical vision of reality, its wise innocence and 
brilliant colors. 

Lorea was avidly following the avant-garde movements that 
were gestating, not without difficulty, in Barcelona and Madrid. He 
had already become a close friend of Dali, who painted an impec- 
cable, realist portrait of Bufuel and gave the poet a Nude and a 
Cubist Siill Life of 1924. All three paintings were shown in Madrid 
during the great exhibition that gave rise to the manifesto just 
mentioned.!° Many of the painters of the new generation had 


8See Eulalia-Dolores de la Higuera, Mujeres en la vida de Garcia Lorea, Granada, Editora 
Nacional, 1980, pp. 44-45. Both in the catalogue and in my note (below) on the 
drawings which have disappeared, I have tried to reconstruct the contents of these 
exhibitions. 

8See Jaime Brihuega, Manifiestos, proclamas, panfletos y textos doctrinales. Las vanguardias 
artisticas en Espayia. 1910-1931, Madrid, Catedra, 1979, pp. 114-118. The manifesto 
defends all “progressive works," whether obscure or well known, and insists that in 


order to understand them Madrid must acquaint herself, as other cities have already 
done, with all forms of artistic experimentation. 


10A)l three paintings are reproduced by José Moreno Villa in his article "Nuevos 
artistas," Revista de Occidente, IX (1925), pp. 80-91. Still Life was donated by Isabel 
Garcia Lorca (who inherited it) to the Fundacién Federico Garcia Lorca. The Nude 
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Rafael Alberti, Luis Bunuel and Lorca are standing. 
Seated to the left is Rafael Ugarte, 

who helped Lorca direct the Barraca, 

and the writer Maria Teresa Leén, 

the wife of Alberti. 
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participated shown their works there: Dali, Francisco Bores, Ben- 
jamin Palencia, Cossio, Peinado, Rafael Barradas, Angel Ferrant, 
Norah Borges, José Moreno Villa, etc. The fleeting literary movement 
known as Ultraism had now expired, and other currents of the avant- 
garde were making themselves felt in the capital. The poet would take 
two more years to show his drawings in public, but his writings and 
his friendship with several of the painters just mentioned are an 
indication of his participation in this broad current of artistic 
Tenewal,1! 

Lorca was fighting to establish his place in poetry, conscious 
that the battle of the theater required more time and energy. It was 


_——— eS 


Occupies the verso of the 
from the back, partially 
framed individually, 


"See Jaime Brihue 
1981, pp. 257-264, 


cardboard on which Dalf had painted a feminine torso, seen 
submerged in water, The two sides were separated and 


‘G4, Las vanguardias artfsticas en Espafia. 1909-1936, Madrid, Istmo, 


not that he did not know how to persuade the theater troupes, just 
that his theater had a new, poetic accent that took time to triumph. 
The actors would soon laugh at the images of the Gypsy Ballads, and 
as late as 1933, they ridiculed a poem like the "Lullaby of the Horse" 
from Blood Wedding. To associate the thirst and the weeping of a 
horse with the sleep of a child seemed incomprehensible and sense- 
less, 1” 


Sleep, carnation, 

for the horse is drinking. 
Sleep, little rosebush, 
for the horse is crying. 


Those who have portrayed Lorca as a brilliant conqueror of the 
world of the theatre are wrong, at least in part. One has only to 
remember that much of Lorca’s theater was never staged, or staged 
only by amateur groups. 

Despite his struggle in the theater, Lorca was making himself 
known, long before his books were published, through private 
readings and publication in magazines. In April 1926, Revista de 
Occidente, a prestigious journal edited by the philosopher José 
Ortega y Gasset, published the "Ode to Salvador Dali." The poem, 
whose original title was "Didactic Ode," was probably begun in 
1925.!% The "didactic" intentions announced in the original title led 
Lorea to use alexandrines, a slow, flexible line well suited to the 
exposition of ideas. Aside from certain long, effusive compositions 
from his juvenilia, the "Ode to Dali" is Lorca’s first successful long 
poem: well constructed and vibrant with imagination, and without a 
single lapse over the whole length of its 113 lines. With exultant 
vitalism, Lorca celebrates his relations with the painter: "Art is not 
what blinds our eyes. / Above all, it is love, friendship, or fencing.” 
But the central intention of the ode is to define Cubism in painting 
-the mountain stripped of its Impressionist mist"- and Dali's attitude 
as a creator: 


A desire for forms and limits overwhelms us. 

Here comes the man who sees with a yellow ruler. 
Venus is a white still life 

and the butterfly collectors run away. 

[...] Sanitary soul, you live upon new marble. 

You run from the dark jungle of improbable forms. 

Your fancy reaches only as far as your hands, 

and you enjoy the sonnet of the sea in your window. [...] 
When you take up your palette, a bullet hole in its wing, 


2On the attitude of the actors, see Santiago Otafién, "Semblanza de GL," in FGL, 
Dibujos, p. 23. 


13In a letter to Jorge Guillén, of March 2, 1926, Lorca writes with typical exaggeration: 
"The ‘Didactic Ode to Salvador Dali’ already has one hundred and fifty alexandrines.” 
FGL, Selected Letters, ed. and tr. David Gershator, New York, New Directions, 1983, 
p. 73. The ode was probably born from two experiences: the exhibition of the 
Sociedad de Artistas Ibéricos and Garcfa Lorca’s first visit to Catalonia, and the Dali 
household, in 1925. By writing his "Ode" Lorca was probably thanking Dali for the 
paintings he had given him. 


You call on the light that brings the olive tree to life. 
The broad light of Minerva, builder of scaffolds, 
where there is no room for dream or its hazy flower. 
You call on the old light that stays on the brow, 

not descending to the mouth or the heart of man. 

A light that the loving vines of Bacchus 

and the chaotic force of curving water fear. 

You do well when you post waming flags 

along the dark limit that shines in the night. 

As a painter, you refuse to have your forms softened 
by the shifting cotton of an unexpected cloud. 

[...] You love a matter definite and exact, 

where the toadstool cannot pitch its camp. 

You love the architecture that builds on the absent 
and admit the flag simply as a joke. 

[...] Oh Salvador Dali, of the olive-colored voice! 

I speak of what your person and your paintings tell me. 
I do not praise your halting adolescent brush, 

but I sing the steady aim of your arrows.’* 


(Tr. William Bryant Logan) 


During his first visit to Catalonia (1925), Lorea had his picture 
taken with Dali in Cadaqués, the two of them in bathing suits on the 
beach. The photograph I am referring to, probably one of many taken 
by the painter's sister, shows Lorca seated next to a round table, 
lifting an empty goblet. Dali, who is leaning gently on the same table, 
touches its surface with his hand and offers a triangle to the lens of 
the camera. According to Ana Maria Dali, the two friends wanted the 
goblet and triangle to symbolize their different visions of art and their 
temperaments: the bacchic or dionysian as opposed to the apollo- 
nian./® This anecdote seems to cast light on the "Ode." In op- 
position to the beloved grapevines and the disorder of curving water, 
cold marble and architectures raise their rational, mathematical 
edifice. The vague, menacing flora of dreams and the corruption of 
mildew linger outside, warning against the coming kingdom of Sur- 
realism (which will produce the "soft forms" of Dali) and against all 
the disorder which the painter has willed out of existence. 

Not all of Lorea’s acquaintances, not even the most cultured 
among them, were aware of his versatility. Almost all were aware of 
his radiant personality, but the effortless way he seemed to create his 
work gave many the impression that his drawings were simply one 
more aspect of his artistic gifts, no more important, perhaps, than his 
ability to mimic people or to put on little skits at informal friendly 
gatherings. And in fact, one is struck by the careless way in which 
Lorca’s drawings -many of them extremely fragile- have been pre- 
served over the years, even by fairly close members of his family. 


M4On the poem, see Marie Laffranque, Idées esthétiques de FGL, Paris, Centre de 
Recherches Hispaniques, 1967, pp. 130-136; and Miguel Garcia-Posada, ed., FGL, 
Poesia, 2 (Obras II), Madrid, Akal, 1982, pp. 42-47. See also the early reviews -most 
unusual for a single, uncollected poem- of Jean Cassou (Mercure de France, 673, 1926) 
and Guillermo de Torre (Verso y Prosi, 3, 1927). 


18] am following the explanation which Ana Maria Dalf was Kind enough to give me 
in her house in Cadaqués in Spring 1977. See "Ronda...," p. 112. 
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"Still Life" (‘Invitation to Dream') by Salvador Dali (1925), with a 
portrait of the face of Lorca and a silhouette of Dali himself. To the left 
is an "apparatus" like the ones Dali would repeat in two pictures of 
1927; "Honey ts Sweeter than Blood" and "Apparatus and Hand". The 
Jirst of these contains a new portrait of Lorca. This invitation to dream 
(the dream of Surrealism?) corresponds to Lorca's first visit to 
Cadaqués. 


Affection for the artist has sometimes mattered more than the 
objective appraisal of his work. Luis Lacasa’s memories are revealing: 


Inspired by the pencils and colored pencils that he found 
in our architectural studio, Lorca filled huge sheets of 
Paper with compositions that he colored in immediately 
_ with the eagerness of a child. Among other drawings, I 
remember a Saint Sebastian where the saint's body was 
pierced by arrows and covered with red wounds; and a 
mysterious woman with black hair, shown on a balcony. 
Federico would tell us jokingly, but Teally believing it: 
"Keep them. Some day they'll be worth a lot of money.” We 
have kept neither his drawings nor his letters, though both 
of them would now be an incalculable treasure to us,16 


ee 
*'Recuerdo y trayectoria de FGL," Literatu 
indebted to the generosity of my friend 

article to my attention. Lorea did three dra 


ra Soviética, 5 (Moscow, 1946), p- 40. lam 
Andrew A. Anderson, who brought this 
wings of St. Sebastian: 130, 156 and 157 in 
and the second is a copy of another one by 
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bered by Lacasa can be dated arounq 

Bee Roe ema Rati when Lorca did severaj 

Leas eee ladies and when he felt most attracted by the 

oe a reed by arrows. That year Lorca enjoyed his first 
nude nee Scanlon with the publication of Songs in Malaga, The 
reas a him in Cadaqués a little before the Barcelona premiere 
ee eee Pineda, aneo-Romantic drama weltla the subtitle defines 
as a "Popular Ballad in Three Engravings." Dali was in charge of the 
costume designs and stage sets, in consultation with Lorea, who had 
made a set of preliminary sketches. Poetry, theater, and painting 
were to surround the poet in restless Barcelona, where he won the 
support of friends like the Uruguayan painter Rafael Barradas, the 
Catalan poet J.V. Foix, the guitarist Regino Sainz de la NEES the art 
critic Sebastian Gasch, and the ever-present Salvador Dali, "of the 
olive-colored voice." There were fruitful contacts with the group at 
L’Amic de les Arts, a militantly avant-garde magazine that opened its 
pages to some of the artists just mentioned. : 

During his stay in Catalonia, at the Dali house in Figueras, 
Lorca drew many of the drawings that he would later exhibit in 
public. The exhibition was held at a gallery that had already shown 
paintings by Picabia, Gris, Miro, Dali and others. Dali's most recent 
exhibition, held a few months before Lorca’s, had included the 
admirable Still Life (Invilation to Dream) of 1925,'” which contains 
a portrait of the sleeping head of Lorca. The poet's eyes are closed, 
and some neat, well-defined lines gently bound off his face. A circular 
plane shadows part of the head and extends over its upper border, 
The other edge is delimited by the dark silhouette of another profile: 
that of Dali himself. The play of superpositions, doublings, and fused 
objects is found in a number of Dali's paintings and drawings of the 
period,!® and these motifs seem to have influenced the graphic work 
of the poet. 

Lorca's exhibition included 24 drawings. The way in which he 
has ordered them is an explicit act of homage. 


Clair de lune. Claro de lina 

The Sailor's Dream. Sueno del marino 

. Glass. Vaso de cristal 

Glass. Vaso de cristal 

Lady on a Balcony. Dama en el balcén 

Clown. Payaso 

Water Drop. Gota de agua 

Fish Eye. Ojo de pez 

Scandal. Escéndalo 

. St Therese of Lisleux. Santa Teresita del Santisimo 
Sacramento 

11. Circus Light. Claro de circo 

12. Still Life. Naturaleza muerta 


SECO SCOR Colas COUNT 


= 


ee 


would have been a key drawing in the series, The "mysterious woman" probably 
formed part of the series of Spanish ladies on a balcony. On the theme of St: 


Sebastian, see below, and Jan Gibson, Federico Garcia Lorca. A Life, New York, 
Pantheon, 1989, pp. 183 ff, 


Mm Antonina Rodrigo, Lorca: 
pp. 81, 91-92. 


Analyzed by Rafael San| 
F tos Te i ie e, Barcelona, 
Seix Barral, 1984, cae orroella in La miel es mds dulce que Ia sangre, 


-Dalf, Una amistad traicionada, Barcelona, Planeta, 1981, 


"Lady on a Balcony", 1927, a drawing exhibited at the Galerias 
Dalmau, Barcelona. The little sun which appears in this drawing is 
most unusual; Lorca's poetry and graphic works are dominated by the 
moon. These "Spanish ladies," some of whom are shown on balconies, 
were all done as gifts. 


13, Japanese Clown. Payaso japonés 

14. Legend of Jerez. Leyenda de Jerez 

15. Theorem of the vase. Teorema del jarro 

16. The Mantilla. La mantilla 

17. The Muse of Berlin. La musa de Berlin 

18. The East Wind. El viento Este 

19. Theorem of the Goblet and the Mandoline. 
Teorema de la copa y la mandolina 

20. Luncheon. Merienda 

21. Fishbowl. Pecera 

22. Kiss in the Mirror. Beso en el espejo 

23. Still Life. Naturaleza muerta 

24. Portrait of the Painter Salvador Dali. Retrato del 
pintor Salvador Dali'® 





19fan Gibson believes to have identified nine of these drawings: 5, 11, 12 or 23, 13, 14, 
17, 20, 16 and 24 (lan Gibson, Federico Garcia Lorca, 1. De Fuente Vaqueros a Nueva York, 
Barcelona, Grijalbo, 1985, pp. 484-485). His identifications of drawings 11 and 24 are 
unconvincing; these correspond to drawings from letters done several years before. 
According to our catalogue, we can hypothesize that drawings 2,5, 6, 11-17, and 19-24 





If we analyze the "theorem" behind this enumeration of titles, 
we find: geometric Cubism, the circus world of Picasso and Ramon 
Gomez de la Serna; legendary Andalusia; stylizing abstraction; the 
double nature of characters in dream and vigil, life and death, matter 
and spirit. The poet has enriched his technique -ink, India ink, 
colored pencils, brushstrokes, gouache on cardboard- and his 
drawing now reflects a style halfway between Cubist-derived 
abstraction and a figurativism that is intentionally naive. Certain 
techniques and certain shadows tell us of Lorca’s contact with 
Surrealism, a movement which was to exert an increasingly strong 
and disturbing influence on him. But in these drawings one also 
observes the firmness, the judicious use of space, and the chromatic 
delicacy that characterize his finest works.”° For the first time, in 
a professional gallery, Lorca had tried to give his all as a painter, and 
had dared to work on relatively large surfaces, as in the Cubist- 


are extant, and that only eight have perished or are missing. Apparently Lorca sold 
four drawings (A. Rodrigo, op. cit., p. 144), gave away seven with dedications (2, 5, 
11, 12 or 23, 14, 17 and 24), and received the rest back from Dalmau. Dalmau seems 
to have kept drawing 16, and to have sold it after the Spanish Civil War. Like the 
drawings which remained in the poet's private collection and have been preserved 
by his family, drawing 16 was never dedicated to anyone. The lack of any inscription 
or dedication on Portrait of Saloador Dali might be attributable to the fact that it was 
torn, perhaps intentionally, on the upper and lower right corners, by an unknown 
person. 


?See Patrick Fourneret, "Dibujos de Lorca: soportes, técnicas y épocas,” in FGL, 


Dibujos, pp. 69-83; and Lucia Garcia de Carpi, "Bajo el astro de la noche,” ibid., pp. 33- 
38. 


Program from the Catalan 
exhibition of 1927. 

The "painter" was presented 
and sponsored 

by eleven friends, 

from the owner 

of the gallery 

to painters like Dali 

and Barradas. 
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the Goblet and the Mandoline, 50 x 60 cms., 
Lorca’s 

where, for once, his ambitions ended in failure. And yet ee 

"coming out" as an artist could not have been more brilliant. 


n 
works had been exhibited at a prestigious gallery, and he had bee! 


given equal footing with the avant-garde artists Josep Dalmau was 
great city of Barcelona. 


doing his best to disseminate in the 
This was a time when the interrelation or identity of poetry and 
painting had become almost axiomatic. Shortly after the exhibition 


Lorca wrote to Gasch, enclosing fresh examples of his work: 


I've thought about and produced these little drawings with 
a poetic-plastic or plastic-poetic criterion, in fitting union. 
And many are lineal metaphors or sublimated common- 
places, like the "St. Sebastian’ and the "Peacock." I've tried 
to choose the essential features of form and emotion, or of 
super-reality or super-form, to turn them into a symbol [lit. 
sign] that, like a magic key, might help us better 
understand the reality that they possess in the world.”" 


Gasch responds indirectly to Lorca in "A Panorama of Modern 
European Painting," in terms that are perfectly applicable to many of 
Lorea’s recent drawings: 


inspired Theorem of 


Plasticity and poetry. These words sum up marvelously the 
intentions of the best artists of our day. A plastic/poetic 
tendency. In other words, to use the baggage of plasticism, 
born from Cubism, and "go off in search of the soul of 
things," as the famous critic Christian Zervos once wrote. 
Let me put it differently. Let us consider the role of reality 
in the works of artists of the present day. We might say 
that they subject reality to laws that are half intellectual 
and half sensible: half plastic and half poetic, A fusion of 
Cubism and Surrealism, one might say.2? 


Dali, whom the poet had asked to review the Dalmau exhibit, 
defined Lorea’s art as "poetical and aphrodisiacal plasticity." He adds: 


The poetic system of Lorca's drawings tends toward an 
organic immateriality. Presiding over it is the finest, most 
Physiological sort of calligraphy. Lorca, who is totally An- 
dalusian, has a very ancient sense of how to relate color 
and architectonics. This sense is based on the uncon- 
trolled, harmonious asymmetry that characterizes all the 
purest plastic creations of the Orient. 


One of Lorea’s best sketches, the Water Drop, for 
example, seems infiltrated by the Jinest, most exquisite 
oriental medicines: those subtle, deathly medicines that, 
Just when the plastic arts of the West are suffering from a 
dangerous attack of anemia, have often tumed into an 
elixir of longevity and rejuvenation. 


————— eS 
21D, Gershator, tr., Selected Letters, pp. 119-120, 
221 a Gaceta Literaria, February 1, 1928, p- 4. 
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Salvador Dali, "Honey is Sweeter than Blood" (1927). Huge ringed 
needles, “apparatuses” (one of them a sort of central obelisk), and 
mutilated organs are associated with the bleeding nude and the 
decapitated heads of Lorca and Dali. The rotting and transparent 
donkeys -contrasting the principles of rotten sentimentality and 
deliberate, aseptic astronomy?- are each associated with a head. The 
high, flat one is a self-caricature of the painter. 


At its best, Lorca's drawing partakes of the graphic life of 
certain lines drawn by the Surrealists and of the foolish, 
iridescent decorativism of the spiralling, colorful innards of 
crystal balls.2% 


Phrases like "graphic life" and "physiological calligraphy” 
describe the mysterious line of the poet, who is opposed by 
temperament and by design to the young Dali. The latter was trying 
to defend himself from any sort of sentimentality by means of the 
principle of "Holy Objectivity," which applied to his own work: 
pathetic painting, worked out to the tiniest details, filled with bodily 
mutilation and with bubbly red veins, severed hands, breasts and 
heads, and swollen rotting donkeys. Dali opposed "putrefaction" to 
astronomy, and spoke of the irreconcilable categories of sentiment 
(which he rejected) and of pure "objective" liberation.”* 

One of Dali's most important paintings of this period is Honey 
is Sweeter Than Blood (1927), which Lorca baptised, before its 
completion, as Forest of Apparatuses, because of the series of 


eee 


23 " ici 

eo Aas dibuixos colorits (Galeries Dalmau)," La Nova Revista, 9 
ona, September, 1927), pp. 84-1 i as 

from the exhibition, Pp. 84-85. Water Drop is one of the unknown drawing 

*4See the important letter 


José Bello Lasierra," ABC, published by R.S, Torroella, "Las cartas de Salvador Dalfa 


November 14, 1987, "ABC Literario,” p: X. 


geometrical and anthropomorphic forms -the apparatuses- that 
testify to Dali's principle of objectivity and to his attempt to ground 
and anchor himself against the threat of the irrational. Beneath a 
great central apparatus in the form of a tombstone (or funeral stele) 
we find a white, decapitated female nude with amputated hands and 
feet stretched out on the ground beside a pool of blood. Beside the 
nude are the severed heads of the poet and the painter. They are 
presented in relation to that bleeding body, as though the painting 
implied a reflection on their sexual identity. The head of Dali is 
caricaturized by a great Miro-like eye observing the pathetic, 
confusing. It is the poet (about whose identity there can be no 
doubt?) who seems most affected by the decapitation of the female 
body. 

Commenting on the painting in a letter, Lorca had told Dali 
(giving rise to one of the expressions used in the review): "Your 
painterly blood and in general the whole plastic conception of your 
physiological aesthetics has an air that is so concrete and so well 
proportioned, so logical and so full of the truth of pure poetry that it 
acquires the category of something one cannot live without.'° The 
invasion of blood, which forms of that "physiological aesthetics," was 
increasingly important to Lorca: he will focus his attention, with ever 
greater intensity, on the instinctual and the primogential, and reject 
"logical" or pure poetry. This is the moment when he writes his Prose 
Poems (1927-1928), an unfinished book full of blood veins, straight- 
edged razors and beheadings. In his New York drawings, as he 


The POET IN 
NEW YORK 


and other poems 


Jacket of the first edition 
of "Poet in New York", 

a bilingual edition 
published by W.W. Norton 
a few weeks earlier 

than the Séneca edition 
in Mexico. 

Both appeared in 1940. 





Translated by ROLFE HUMPHRIES 





2°See R. Santos Torroella, La miel, pp. 72-121 and 228. For an short interpretation of 
this picture see my "Garcia Lorca y Salvador Dalf: del ruisefior lirico a los burros 
podridos (Poética y epistolario)" in L’imposible/posible di FGL, ed. Laura Dolfi, 
Napoli, Edizioni Scientifiche Italiane, 1989, pp. 267-319. 


26] published a fragment of this letter in FGL, Dibujos, p. 153, and the entire text in 
"Garcia Lorca and Salvador Dali..." (see preceding note), pp. 277-278. 





Lorca and Dali, photographed by the painter's sister, 
Ana Maria Dali, by the sea in Cadaqués, 1925, 
at the door of the Dali house. 


composed Poet in New York (1929-1930), we will find stylized 
circulatory systems, sometimes directly inspired by drawings of nerve 
cells. The bodies in these drawings will become dematerialized, 
rendered as pure transparent hollowness that is traversed by a 
network of extremely delicate lines. The blood motif will appear in 
still more violent forms, as in the two drawings of The Death of St 
Rodegunda, where, under the influence of Surrealism, Lorca takes up 
a theme that was already present in his Gypsy Ballads and which 
grew from his readings of the martyrologies of fray Luis de Granada 
and of Jacopo da Voragine. 
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April 19, 1936. Banquet in honor of the poet Luis Cemuda, 

who presides over the scene with a white camation in his lapel. 

He had Just published "La realidad y el deseo" (Reality and Desire’). 
This ts the last "meeting" of Lorca's literary generation before the 
outbreak of the Spanish Civil War. Standing are Vicente Aleixandre, 
Lorca (who read an important text about Cernuda), 

Pedro Salinas, Rafael Alberti, Pablo Neruda, 

José Bergamin, Manuel Altolaguirre, and Maria Teresa Le6n. 
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In the end Lorca would insist on his freedom from Surrealist 
irrationalism, and would oppose both automatic writing and the 
preeminence of the dream in art. In his New York drawings he tries 
to delimit his tormented metaphysical world by using objective plastle 
images and a refined, lyrical type of stylization. He tries to give his 
creations what he once called "profiles and visible mystery,” and 
makes use of a diaphanous line to defend himself against the "strong 
liquor of dream" imbibed by the Surrealists.2” In one of his letters 
to Gasch he will even write: "I hate the art of dreams.'”® 

Having learned Géngora’s lesson of clarity, Lorca rejects the 
coldness and limitations he believes to be present in the Baroque 
poet, and he will defend artistic inspiration as a path leading to the 
direct emotion of the inexplicable "poetic fact," with St, John of the 


——— eee 


“See the lecture "Imaginacién, inspiracién, evasion," in FGL, Conferencias, 
Christopher Maurer, vol, Il, pp. 25, 21 and 26. 


Cece hs 
Epistolario, Tl, P. 81. See also Gershator, tr. Selected Letters, p. 117. 


ed. 


Cross as the supreme example of "inspired" poetry.2° His own 
experience and the example of Dali led him to formulations like this 
one: "Gongora has remained behind, in the great abstract city square 
that was painted before him by Boticelli and after him by Giorgio de 
Chirico. Gongora will continue to use the equilibrium and the laurel 
of Sophia to cure wounded poets or poets who grow too hazy."°° In 
that "great abstract city square," pure architectonic construction lay 
dying, alien to the fervor of life and to the rush of the blood, Also 
dead was the aseptic Cubism that nurtured the early Dali, and which 
Lorca had celebrated in the poignant "Ode" mentioned earlier. 

Despite his statements to the contrary, however, Lorca was ever 
more deeply submerged in a totalizing aesthetic current (Surrealism 
was no mere literary movement) that called for the exploration of the 
subconscious and for the liberation of expression from reason, 
according to André Breton’s manifesto of 1924. It was indeed the 
“hazy flora of dream" that invaded Lorca’s work, with its curving, 
tremulous lines. But although Surrealism was an undoubted 
influence on Lorca’s work, as it was on other poets around him (Ra- 
fael Alberti, Vicente Aleixandre, Luis Cernuda, Pablo Neruda), Lorca 
would always oppose its central principle, and always defend a 
vigilant consciousness in the construction of his own work. Lorca did 
not question the validity of Surrealism as a technique, but he did 
question its oniric point of departure. He was never willing to give up 
his artistic consciousness in the creation of his work, nor did he favor 
the radical iconoclasm called for by friends like Dali and Bunuel.3! 

One of the myths that both Lorca and Dali would explore -a 
myth that shows their differing personalities at a high point in their 
development (1927-1929)- was that of St. Sebastian. The figure forms 
part of their intellectual "fencing," and appears both in literary works 
and in drawings. The image of the saint pierced by arrows, found 
throughout the history of painting, will become an emblem of the 
artist and of his attitude towards the world. In one of his loveliest 
letters, published only recently,°* Lorca writes to the Catalan 
painter: 


Thad never thought that St. Sebastian had colored arrows. 
St. Sebastian's arrows are made of steel, but the difference 
between you and me is that you see those arrows fastened 
into him, sturdy arrows that never come loose, and I see 
them as long arrows... at the moment they are wounding 





28"'Gongora is the academic, the formidable professor of language and poetry. St. John 
of the Cross will always be the disciple of the elements, the man who brushes the 
mountaintops with his toes". "Imaginaci6n, inspiracién, evasién," ed. cit., p. 26. 


*°Conferencias, I, p. 92, An earlier version of the lecture on Géngora is found in Deep 
Song and Other Prose, pp. 59-85. The lines quoted here belong to the version given in 
Havana in 1930. By then Lorca believed the “battle of Géngora" had been won, and 
he modified his defence of the poet. See C. Maurer, "Introduccién," Conferencias, I, pp. 
27-29. 


*'See M, Hernandez, "Musica y poesia: tres poemas sobre el vals (1930-1931)," in 
Aurora Egido, ed., Poesia del 27, Zaragoza: Ibercaja, 1990, pp. 63-94. 


®2By R. Santos Torroella (ABC, October 2, 1990, p. 61), who copied it from the original 
(now lost) that was in the possession of Ana Maria Dall. 
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"St Sebastian", 1927, probably done 
in Lanjar6én (Granada). The little cross indicates 
that it had tumed out to Lorca's liking. 


him. Your marble St. Sebastian is unlike mine of flesh and 
blood, for mine dies moment by moment. And that is the 
way it must be. If my St. Sebastian were too plastic I 
would not be a lyric poet but a sculptor (not a painter). 


In the same days in which this letter seems to have been 
written (Summer 1927), Lorca draws a "lineal metaphor” about St. 
Sebastian. The drawing shows only long, trembling arrows, barely 
perceptible on the paper, fastened to round black dots. The lines of 
the arrows elegantly cross one another around a minimal central 
circle with a dot. To the side is an open eye with a very noticeable 
pupil, like a sign of constant vigil. Lorca does not add a single drop 
of blood. He is conscious of the apollonian character of his own 
interpretation of the saint. And yet the St. Sebastian of his letter -a 
far richer one- "dies moment by moment," the same as Christ the 
Savior. In the wrinkles and folds of Lorca’s expression we are always 
finding the vitality of his Catholic upbringing, which informs his very 
vision of the world. The St. Sebastian of the drawing does not 
resemble the suffering Christ alluded to in another sketch done 
around the same time, Ecce Homo, with projections of blood and 
tears. This St. Sebastian aspires to impassivity. He is worlds apart 
from the oniric vision of Surrealism. 


But what moves me about St. Sebastian is his serenity in 
the midst of his misfortune, and notice that misfortune is 
always baroque. I am moved by his grace in the midst of 
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"Two Figures over a Grave", a drawing from Lorca's New York 
period (ca. 1929-1931), and which can be associated 

with poems like "Introduction to Death" 

Jrom "Poet in New York". Tears, 

stylized circulatory systems, and masks 

are some of the unsettling symbols in the 

poet's drawings of the period. 





Still from the Surrealist film made 
by Bufuel and Dali, "Un chien andalou" (1 929). 


torture, and by the complete lack of resignation shown by 
his Hellenic face, for he is not resigned but triumphant, q 
man who has triumphed, full of elegance and full of gray 
tones, like a faithful oarsman who knows nothing of the 
boulevards of the city. This is why St Sebastian is the 
most beautiful figure, if not in all art, in the art that is seen 
with the eyes. 


[...] Everyone else constructs a prayer from their martyr- 
dom, but St. Sebastian is different. He poses, he constructs 
his body, giving eternity to what is fleeting and managing 
to give visible form to an abstract aesthetic idea, as q 
wheel gives a complete idea of perpetual motion. That is 
why I love him. 


Dali had written to Lorca a year earlier, in his peculiar style and 
strange spelling: "Everything you say seems to me extraordinary: the 
business about the trolleycar [trenvia] without wheels, and about the 
exacerbated sensibility of Braque-all that seems to me incontestable 
and incommentable (I mean beyond comment.’). Ay!"°° The Catalan 
painter was evolving from avant-garde eclecticism towards the narrow 
militancy of Surrealism, which led him to create with Bunuel Un 
chien andalou (1929) and to distance himself from Lorca, who felt 
alluded to, and wounded, by the film.*4 

From the youthful series of clowns with floating ruff collars to 
the sketches influenced by Cubism and the self-portraits of the 
1930s, the poet steadily refined and purified his art. An economy of 
line and a radical sense of tragedy triumphed in his later works, 
especially those produced during and after his fruitful, decisive visit 
to New York. In many of these creations, e.g. St. Christopher or Two 
Figures Over a Grave, a continuous, tormented line reduces itself 
schematically and acquires a disturbing, unsettling lyricism with its 
hurtful, extremely delicate strokes. In many cases color disappears, 
and a daring "lineal metaphor" comes forth in all its power. The 
drawings are invaded by fantastic beings, who seem to have come 
from the other side of life, with vegetal forms piercing their eyes and 
spilling over the transparent faces. The eyes are simply round orbits 
on the white page, and even Lorca’s gypsies are transformed into 
magicians wearing pointed, conical hats with ribbons floating in the 
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hae Vit, as ordered by Rafael Santos Torroella for the magazine Poesia, 27-28 
7), which includes all extant correspondence from Dali to Lorca. 


34 ry 
erent that he had attacked Lorca in this film; only the title could have been 
New York Ase fo the poet. The filmmaker commented in 1980: "When I was in 
me, had “el mis me Angel del Rio told me that Federico, who had been there before 
end ie Tae jufiuel has made a tiny little shit of a film called Un perro andaluz, 
Fiver sian dog’ is me,’ There was none of that! Un perro andaluz was the 
Toaa ees a Poems I had written." From an interview with José de la Colina and 
Shee aren Contracampo, 16 (Oct.-Nov., 1980), I have quoted from Agustin 
p32, Tan Gibson bi ts Bufiuel, Obra literaria, Zaragoza, Heraldo de Aragén, 1982, 
often to refer as pes that, Since students at the Residencia de Estudiantes "used 
dogs’," "it ae * Be e their companions from southern Spain...as ‘Andalusian 
Protagonist of y We be that, in conceiving and elaborating the character of the 
Bonist of the film [...] Bufuel and Dalf had Lorca partially in mind." See Federico 


Garcia Lorca. A Life, p, 229, ; 
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wind, like the extraordinary drawing drawn in 1934 on the title page 
of the "Romance de la luna luna" in a limited edition of the Gypsy 
Ballads. 

Little by little, tears like drops of blood, open graves in the 
countryside, severed hands, and faces with empty eyes have taken 
the place of earlier motifs: the melancholy Spanish women who 
promenade with the word "love" on their lips or painted on walls, 
ladies with almond-colored eyes and long eyelashes, clowns and 
pierrots with double faces, the quiet happiness of the fruit dishes 
that had adorned the poet's letters. Late in Lorca’s life, those fruit 
dishes would be bathed in mysterious moonlight. In the poetry and 
drawings from New York, the poet had already meditated upon the 
emptiness of forms: forms transfixed by "furious boughs of coral" (as 
he wrote in Yerma), or by the impalpable, menacing life of the blood: 
"Strange soul, tiny and adrift, ripped / from the emptied space of my 
veins."*° Late in his life Lorca will do drawings as simple, as 
suggestive, and as perfect as Lips and Face with Two Arrows, worthy 
companions of his subtlest poems: drawings which inherit the best 
of Mir6. 

In his New York and Cuban days, Lorca did some of his finest 
color drawings, e.g. the Man Taming a Fabulous Beast or Vase on a 
Roof, works in which he displays the free, but calculated "harmonic 
asymmetry” that Dali had spoken of in connection with the Dalmau 
exhibit. Part of the poet's Andalusian iconography came back to him, 
as did backgrounds suggestive of the theater (e.g. in his Portrait of a 
Seated Spanish Lady). But there were also newly invented forms, like 
the changing fabulous beast which cirles around the tamer, lies down 
beside the crystal vase, or invades the self-portraits. Lorca is now 
putting together complex scenes, playing with perspective, and 
establishing strange relations between abstract elements and others 
that pretend to be realistic. Motifs from Dali appear in these 
compositions, e.g. severed hands and heads, but the strength and 
impastation of the color, obtained with crayons, gives these drawings 
an affirmative luminosity. The tragic element acquires a strange 
joy.26 

In the 1930s, before the Spanish Civil War, Lorca will carry on, 
or reinvent, certain series from his earliest work, with a treatment 
ever wiser and more stylized. He will also begin other series, like the 
self-portraits and beings from beyond the grave. Fleetingly, drawings 
of Venus reappear in his work, and, more persistently, sailors with 
winged lapels and caps with ribbons flying in the wind, or the 
ephebe-like gypsies with their huge eyes and hats with black velvet 
pompons: These gypsies will appear in the books Lorca dedicates to 
friends in Madrid, Santiago de Compostela, Buenos Aires, Montevideo 
or Barcelona: cities through which he scatters his graphic work and 
where he leaves a permanent trail of friendship. In these series Lorca 
completely masters his stroke, which is tremulous and firm at the 
same time. His line vivifies sketches for stage sets, costume designs, 


$5From "Your Childhood in Menton," in FGL, Poet in New York, tr. Greg Simon and 
Steven F. White, ed. Christopher Maurer, New York, Farrar, Straus and Giroux, p. 15. 


S®See the analyses of Man Taming a Fabulous Beast and Fabulous Beast Approaching a 
House in my article, "Ronda...," pp. 97-115. 





"Gypsy with Ruff Collar and Magician's Hat", Buenos 
Aires, 1934, in a copy of the fourth edition of the "Gypsy 
Ballads" which Lorca illustrated for the Argentine 
Journalist and writer Pablo Suero, who had devoted 
several long articles to his visit to Buenas Aires. 
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"Vase on a Roof’, New York, ca. 1929-1930, 

A vase with a curly mouth, a fabulous beast with a trunk, 
and a bleeding wound on its flank, a sky covered 

with letters and mathematical signs, and black funerary 
umis are found in this suggestive composition. 

The ominous atmosphere is relieved by the bright red 
Jlowers that look something like anemones or Poppies. 
The drawing is done on the verso of a photograph of 
Lorca, and this gives it an even more disturbing character. 


letters, manuscripts, the pages of books, and independent drawings, 
until the end of his life in 1936. In most of these drawings a changing 
moon, emblem of his poetry, takes part in the play of shadow and 
color, suggesting the Thystery of the night and of human existence, 
In his maturity -a maturity fated to remain youthful- Lorca achieved 
a timbre of voice and line that blended concision, delicacy, and (when 
necessary) narrative solemnity: , 


Two opposing halves and @ man who doe. 
'S not kno 
when his butterfly will leave the clocks,37 i 


This butterfly -Psyche? Cupid?- 
of the extant Self-portraits, at once 


—————— 
*7From "World," the second 

n {: Part of the "Ode to the M 
Altar," translated here by Greg Simon and Steven F, White 
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Lorca’s face have been transformed into tiny moons -one on his brow 
and another in place of his mouth- and a curving line of Stitches 
borders the face and "mouth," ending in a mysterious, branchin 
nerve cell. The other end of the line, which is slightly heavier, ends 
in a tiny lyre, which hangs at one side of the head. To the left of the 
feathery, schematic wings lies the name. The stroke of the "fF" isa 
characteristically long one. The poet portrays himself as the Medium 
ofa tragic realm of shadow. 

In 1932, Lorca put on the second and last public exhibit of his 
drawings. It took place in the Ateneo Popular de Huelva, ang the 
drawings exhibited there were only eight.** In reality this was A 
collective exhibition, an explosion of new painting that scandalizeq a 
sleepy Andalusian city. Three other painters accompanied the poet, 
among them a very young one named José Caballero who helped 
design the stage sets for Lorca’s traveling theater La Barraca and 
illustrated the Lament for Ignacio Sanchez Mejias (1935). The eight 
drawings included were these (only four are extant): 

The Moon of the Seminarians. La luna de los seminaristas 
Murder. Asesinato 

Spanish Dancer. Bailarina espanola 

. Desire of Dead Cities. Deseo de las citudades muertas 

St. Christopher. San Cristobal 

Orpheus. Orfeo 

Death of St. Rodegunda. Muerte de santa Rodegunda 

. Park. Parque 
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"Spanish Dancer” 
(ca. 1929-1932). 
The strange movement 
of this character, 
rendered with 

an elernent 

of humor, contrasts 
with the empty eyes. 
the night sky, 

and the red flowers 
of the plant. The 
"portrait" and the 
amusing text 

on the poster are 
overwhelmed 

by these unsettling 
elements. 
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"This exhibition was documented by Patrick Fourneret, in FGL. Oeuvre graphiqit 


Although we know nothing of Orpheus or The Moon of the 
Seminarians, the drawings which are extant (3, 5, 7, and 8) suggest 
that in making his selection Lorca was trying to balance realism and 
abstraction, and color drawings with purely lineal ones. J udging from 
the titles alone, all eight drawings had an avant-garde character that 
would have struck visitors to the exhibition as extremely daring. The 
drawings were probably filled with disturbing funereal resonances, 
like the vegetation, flowering with blood, that adorns the backdrop of 
Spanish Dancer. The Lorca who did these drawings had already 
expressed some of his most powerful metaphorical visions: 


My hand, love. The weeds! 
Amidst the broken glasses of the house, 
the blood let down its hair.°2 


One of the notes that define Lorca’s graphic work and make it 
unique as a totality, is the strange blend of influences that appear 
there. These influences are not merely superimposed, they are 
naturally integrated into a homogenous and intensely personal 
whole. Nourished on an indefinable tradition that includes both 
children’s art and primitive art, Lorca often works with a certain 
sense of miniature, making use of an aesthetic which he considered 
characteristic of Granada: the aesthetics of small things which he 
had defined in his lecture on the Baroque poet Pedro Soto de Rojas, 
where he exalts the tiny Virgins of Alonso Cano and fray Luis de 
Granada’s attentiveness and affection to small objects.*® Lorca’s 
miniaturism manifests itself in delicate interlacing lines that cannot 
be adequately reproduced. This is true, for example, of Sight and 
Touch, a drawing which also exemplifies the fragility of the technical 
media he employed. 

Lorca knew that an artistic work owes its salvation not to the 
importance of its themes, but to a certain aroma of authenticity. That 
feeling arises as natural wisdom encounters observed reality. Reality 
can be reduced to a minimum in the drawing and can suddenly 
present us with the unexpected. Lorca learned all this from Mir6 and 
Dali, and put it to use in his mathematical-lyrical "theorems." In his 
lecture on Gongora, Lorca had written: 

The life of an apple, from when it is a tenuous blossom until it 
falls golden from the tree to the grass, is just as mysterious, 
just as great as the periodic rhythm of the tides. And a poet 
ought to know this. The greatness of a poem does not depend 
on the magnitude of its theme, nor on its proportion or 
sentiment. One could easily write an epic poem about the pas- 
sionate struggle of the leucocytes in the imprisoned branches 
of the veins, and the form and fragrance of just one rose can 
be made to render an impression of infinity.** 





8°Greg Simon and Steven F. White, tr., Poet in New York, p. 119. Hierbas (translated as 
"grass") might also mean "weeds." 

4°Sce "Paraiso cerrado para muchos, jardines abiertos para pocos,” in Conferencias, it 
p. 135. 

41Deep Song and Other Prose, p. 69. 


This is the careful, deep Lorca of poetic series like the 
"Engraving of the Petenera," the exquisite ballad about "The Gypsy 
Nun," or the mysterious "Casida of the Dark Doves,” the same Lorca 
who traces, in 1923, the complex, colorful Passage of a Wasp 
Through My Room in a letter to Manuel de Falla, or who colorfully 
illustrates a copy of the Gypsy Ballads for his friend Emilia Llanos in 
1928, or who does the imaginative ink drawings that will grace one 
of Pablo Neruda’s books (published in a single copy as a gift), Dove 
Inside, or The Crystal Hand. Interrogatory in Several Strophes.*” if 
we except the stage designs for The Girl Who Waters the Basil and the 
Inquisitive Prince and a few other rare compositions, all of the poet’s 
drawings are done on small supports. We have no notice that Lorca 
was ever tempted by oil painting on canvas.** 

Drawings are not often done on large paper, anyway, so that 
Lorca’s drawings are "doubly" small. One sees this in most of his 
small drawings from the Catalan period (around 1927),** and in his 
self-portraits, where he cuts small pieces from large sheets of 
drawing board. Moreover, Lorca sometimes does his drawings on the 
supports that he happens to find around him: the page of a book, the 
margin of a manuscript, or a sheet of paper he happens to have at 
his side. Of course, the same sort of "chance" can offer him larger 
sheets, like the ones he found in the studio of Luis Lacasa, where he 
does the lost color drawing of Saint Sebastian, or the large piece of 
cardboard on which he does the exquisite pastel drawing Noctume: 
Fruit Dish with Lemons and an Orange for a wedding present. 

Whether the support is small or large, Lorca is able to cultivate 
a "minor" art, perfect in its lines and its resonances. This is the style 
of some of his greatest books, from Songs to The Divan at Tamarit 
But the Lorca who knew how enchanting small things can be is also 
the one who writes the "Ode to Salvador Dali," the "Cry To Rome” in 
Poet in New York, or The House of Bemarda Alba, or the one who 
writes these lines about the classic Spanish theater (lines which 
synthesize his vision of the integration of all the arts): 


In Spanish theater the pendulum swings violently between hwo 
opposing worlds. Calderén and Cervantes, and between them, 
the drama of Lope de Vega, where so-called Iberian realism 
takes on the mysterious, unsuspected tonality of fresh poetry. 
It is the etermal pendulum of all Spanish art, swinging from 
Murillo to Goya, passing through Zurbaran and reaching 
Picasso, the summit of universal Andalusian art. The pendulum 
swings from Cristobal de Castillejo to Géngora, and it passes 
through Herrera, and the beloved melody of the organist Tomas 


*?The one and only copy, made for Sara Tornti de Rojas Paz, "la Rubia,” was typed 
by Neruda. It included poems from the cycle of Residencia en la tierra, and was 
illustrated by Lorca who used papers of different colors known to the schoolchildren 
of Buenos Aires as "La Nena” paper. 

48See Maria Clementa Millan, "Un inédito de Garefa Lorca,” Cuadernos Hispano- 
americanos, 433-434 (1986), p. 32, and my note on drawings which have disappeared, 
below. 

*4] am thinking especially of the drawings from the collection of Sebastian Gasch 
(some of which Lorca comments upon in his letters), but also of other drawings with 
similar characteristics from 1927 and 1928. 
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Found opposite the ballad of "The Taking of Little Tony 
Camborio on the Seville Highway," this drawing was done 
in the copy of the "Gypsy Ballads" which Lorca illustrated 
Jor his friend Emilia Llanos, who was also a friend of 
Manuel de Falla. It is one of the most luminous "portraits" 
in Lorea's series of Andalusian gypsies. 


de Vitoria. It weeps, full of frost and the stamens oftilies in the 
vihuela of Salinas, and it bursts like a blue, nocturnal 
pomegranate in the hands of Manuel de Falla.*° 


The Lorca who gave his drawings away to his many friends jn 
Spain and America, who put on only two exhibitions during his life, 
was indeed influenced by his friend Salvador Dali and by Joan Miro, 
But we can also feel in him the perfume of Goya, traces of Picasso 
and Gris, Picabia and Cocteau, and a good deal of "popular" tradition, 
from the Catholic "holy card" to the Romantic print, from embroidery 
and ceramics to exvotos and stained glass. The thread of this popular 
tradition, which is so visible in the literary work, implies a rare 
artistic wisdom, a rare ability to integrate foreign elements into his 
own creation. 

Lorca was never a master of drawing as academic exercise, but 
he made a virtue out of his limitations. He did so thanks to the 
flexibility of his graphic inventiveness, and thanks to his uncanny 
ability to discover the lyrical or dramatical accent that could best 
suggest the "reality" that was before him. His drawings have little to 
do with those of other Spanish writers who used their drawings as 
graphic commentary (Unamuno, Gomez de la Serna, etc.) or to prop 
up their written works, nor are they comparable to the paintings of 
a poet like Juan Ram6n Jiménez. Lorca’s drawings emphasize or 
accompany his literary work, but they also achieve full artistic 
autonomy. Lorca approached painting and drawing as he had ap- 
proached music in his early youth: applying his astounding gifts and 
cultivating an awareness of the difference of his media. Drawings like 
Spanish Dancer, which combine lyricism and humor, show his 
capacity for subtlety and abstraction. 

There is also in Lorca a tragic "radicality," or a lyrical power 
that is assumed and absolved in his drawings. With the simplest of 
means, with the most extreme sort of schematism, he searches fora 
primogenital trembling at the very edge of things. One more step and 
the drawing would -and sometimes does- turn into a simple vignette, 
or in the superfluous gesture of a prodigiously gifted poet. But when 
Lorca succeeds the results are remarkable. Transcending the tics of 
his day, Lorea’s calculated, spontaneous style manages to forget 
itself, and speaks to us of the force of vital instinct and the omni- 
presence of death. As in Lorca’s literary work, these two worlds are 
locked in battle. 

The surprise, the charm of the drawings made in Granada and 
Catalonia, are the same as the ones he described ina letter to Gasch: 
"I feel clean, comforted, a happy child, when I do them.'*° Beyond 
the purity of childhood -which is only "childish" when the poet wants 
it to be- lies Lorca’s aptitude to surrender himself to inspiration. He 
once wrote: "There is no way to control the poetic act. One must 
accept it as one accepts a rain of stars."4” These words, which imply 
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"Noctume: Fruit Bowl with Two Lemons", ca. 1934. 
With a deliberate, amusing lack of equilibrium, 
Lorca gives this exquisite still life a theatrical feeling. 
The scene lies open to all the mystery of the night. 


a sort of willful naiveté before the mystery of creation, at an historical 
moment that privileged the irrational and the instinctive, must be 
counterbalanced with another statement, in which Lorea defends "the 
immense, conscious happiness of creating,"*® 

In the last years of his life, the ones following his stay in New 
York, Lorca pondered a world of terrifying presences, and created a 
series of works where precision blends mysteriously with grace, and 
a wounding, impalpable "graphism" is fragrant with lyricism. In that 
atmosphere, in that variegated vision of light and shadow, life and 
death, we find the "dark doves" of his casida: 





48David Gershator, tr., Selected Letters, p- 162. 


“Andalusian Dancer’, Madrid, 1935, on the dedication 
Page of the "Lament for Ignacio Sanchez Mejias’, 


Through the laurel's branches @~ A 
I saw two dark doves. if e 
One was the sun, gD 


the other the moon. 

Little neighbors, I called, 
where is my tomb? 

In my tail, said the sun. 

In my throat, said the moon. 
And I who was walking 
with the earth at my waist, 
saw two snowy eagles 

and a naked girL 

The one was the other, 

and the girl was neither. 
Little eagles, I called, 

where is my tomb? 

In my tail, said the sun. / 
In my throat, said the moon. 









A mi querida amiga 
Encarnacion Lopez. Fulvez. 
\ 





~ 


Through the laurel’s branches 
T saw two naked doves. 

The one was the other \ / 
and both of them were neither. \ f 


(Casida de las palomas. ; 
Translated by Catherine Brown.) 


This poem, greatest of Lorca's el 
egies, was dedicated 
to the bullfighter’s lover, the singer and dancer 


"la Argentinita.” 
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I 


HOUSE AND NATURE 


In 1923 Lorca takes a piece of graph paper from a copybook and sketches a bird of 
his own invention in two colors, blue and red, using a common type of two-colored 
pencil. Beside its head, the poet baptizes his bird: El pajaro Grifon (The Griffin Bird. 
Cat.,, 56). The drawing seems to illustrate a folktale, and in fact, one of Lorca’s 
early poems, "P6rtico," from "In the Garden of Lunar Grapefruit" (Suites), 1923, 
begins with the following dialogue: 


Child: 1 am searching for the feathers 
of the Griffin Bird. 
Dwarf: My child, I cannot help you 


in that adventure. 
(Folktale) 


The bird which Lorca has drawn, with its huge feathery wings, symbolizes the 
search for the impossible and ungraspable, the magic power of flight: the treasure 
which cannot be found, perhaps, but which lies at the end of the initiatory journcy 
suggested by the folktale and developed by the poem in a somewhat similar man- 
ner. The bird reappears in a poem of Songs (1927), the "Song Sung,” composed in 
two colors. With its whimsical air, the poem too signifies a search -a successfulone- 
for an impossible being. 


In the gray 

the griffin bird 

Was Wearing gray. 

And the Cock-a-doodle girl 
was losing her whiteness 
and her shape. 


To enter the gray 

I painted myself gray. 
And how I glistened 
in the gray! 


(Tr. Alan S. Trueblood) 


This is one of the "Songs for Children," a play of color and a metamorphosis 
dominated by two figures: the fabulous bird and the girl named for the ery of the 
rooster. As though in a feigned narrative sketch we hear the faintly comical, 
incomplete echo of a story for children. The bird, the orthography of whose name 
seems influenced by French, is confused with the griffin, a mythological beast with 
the head of an eagle and the body of a winged lion. The amazing monster has been 
domesticated or reinvented in both the poem and the sketch, following the folktale 
to which "Portico" alludes. It has even acquired a red crest resembling that of a 
barnyard animal. 

In its uncomplicated manner, the sketch illumines the folktale and the poem, 
but does not interpret them. We are still at the first level of Lorea’s graphic world: 
the level of illustration, rather than creation or autonomous recreation. And yet this 
tiny example shows how poctry and graphics come together in the warp and woof 
of Lorea’s entire ocuvre. This is a poet who scems to want to express a world he has 
intuited in a unified manner from the very beginning of his work; less important 
than the intuition of unity is the form in which that artistic expression manifests 
itself. 

Asa draftsman, Lorca has not yet learned of the subtlety of humor, frony, or 
the extreme stylization present in his "Song Sung," or in visions like the one he 
describes, en passant, in one of his lectures: 


In the year 1917 I was lucky enough to see a fairy in the room of a 
little boy, a cousin of mine. It was only for a fraction of a second, but 
I did see her. I saw her, that is...as one sees pure things, on the very 
edge of the circulation of the blood. Out of the comer of the eye, as 
the great poet Juan Ram6n Jiménez saw the mermaids on his retum 
from America. He saw them an instant after they had submerged.‘ 


Lorca will sketch mermaids seen from the comer of his eye, and that same 
year, 1923, though he is still an apprentice, he will produce the wise and elaborate 
illustration that adorns one of his letters to Manuel de Falla: Paseo de una avispa 
por mi "cualto" (Passage of a Wasp Through My Room, cat., 323.2, fig. 1), turning the 
last word into a comical parody of Andalusian dialect. Amid a broken perspective 
of doors and windows, delicate tones of color define the make-believe room where 
the poet is supposedly working on his Suites and on other poems, and where he is 
suddenly assaulted by the buzzing line of flight of a yellow wasp.In reality, Lorca 
conceives of this space sub specie theatri. He has framed the room in a huge arch 
with a puffy, pleated curtain drawn to one side. Behind this arch lies a struggling, 
Expressionistic play of lines. Planes of color and openings towards external depths 
come together in this vision, and they are seen from outside the make-believe 
“stage,” converting the artist himselfinto a spectator of his own theatricalized room. 

In 1930, when Lorca signs in Havana the sketch "Green, I want you green” 
(cat., 240.2, fig. 5), a sketch which faces "Sleepwalk Ballad" in a copy of his Gypsy 
Ballads, he seems to be remembering a whole line of similar works "for the stage.” 
These would-be stage settings combine walls sometimes crowned with high railings; 
interiors that open up through the inner or outer walls of houses; and the constant 
suggestion of outer surfaces and backgrounds that deepen the sketch, taking us 
into rooms or upwards into the night sky. This search for a lyrical expressiveness 
comparable to the intense lyricism of "Sleepwalk Ballad” leads Lorea to add 
elements that seem architecturally impossible. And yet the sketch is no less 
effective. Lorca has succeeded through means other than realism. In Green, the 
very treatment of the details -the high window with a red curtain, roof and tower 
of achurch, iron railings, cypresses, and the black steps of a stairway that does not 
end- has a voluntarily “naive” charm that reminds one vaguely of embroidery or of 
the lines in old ceramics. 

Lorca’s birth as a draftsman involves options that seem contradictory. The 
literary texts come quickly to a maturity that outstrips the ability of the hand 
tracing signs on the paper. But even in the first datable graphic works one feels the 
mystery of Lorea’s chromatic grace and the charm and complexity of his line, and 
one overlooks the rigidity of his strokes, which appear clumsy at first. 

The Spanish poet Rafael Alberti once wrote of Lorca’s drawings: 


When Lorca picked up his colored pencils or the very pen with which 
he wrote his poems, he did not lose the coolness of a fountain, the 
grace of someone playing in the street or smiling in the patio, the 
charm ofa rooster on a weathervane. He did not lose the grace of all 
that he had seen, or heard, God knows when, wilh the eyes of his 
childhood in Granada: vases and bowls of flowers and fish, Virgins 
pierced by daggers, litile girls in inns and on rooftops, angels on the 
towers, Spanish women in their traditional finery, harlequins, 
brigands and little drunken sailors in love...all the themes and 





1For the text of the lecture, see Deep Song and Other Prose, pp. 7-22. 


the 
figures of his lyrical and dramatical poetry until the ener ne 
Gypsy Ballads, a year before he left, for New York, a He Hanes 
changes his style, infected no doubt by the Surrea' 


2 
that was hovering over most of Europe. 


cloped in a double setting. Both country ane 
rience. One cannot speak of him withou 
th all that the name evokes. historically, in 


music, literature, and the plastic arts. But that Granada, a Granada made ane 
istic tradition, had its counterpoint in 

unreal by virtue of an accumulated artis! fants that 
country world of the poet's childhood, in his love for the fruit, flowers, or plan eee 
adorn his letters and drawings, sometimes as independent motifs and ee ae 
as part of a whole. That sensibility, which was recreated in a ere 
plain) of Granada, amid mirror-like irrigation canals, closed pop! pallet se 
murmuring countryside, {s present in sketches like Country House es 
Trees (cat., 86, fig. 2), one of the first done with pastels; in the Fauve-like chrom 4 
density of Road and Forest (cat., 87, fig. 8); in the series of drinking glasses ani 
flower vases; and in the 'vegetalization" of the poct’s very signature, which often 
blossoms like a tree, putting out little leaves that spring from the curving lines, and 
flowers that nod languidly from the high vertical stroke of the initial "F.” It is 
possible that when Lorca sketched that House in the Vega of Granada, and framed 
{t between two leafy trees, he was trying to portray, more or less faithfully, the real 
Huerta de San Vicente, the country house which his father had purchased in 1925, 
on the very border of city and fields. A jasmine vine like the one which existed, and 
still exists, in the Huerta, climbs over the grate on the first-floor window, and the 
word Amor (love) is written on the wall, as it is in the portraits of Romantic 
spinsters, which the poet docs around the same time, or in the sketch devoted to 
the "Sleepwalk Ballad." 

But where garden and domestic interior, architecture and nature, really meet 
in Granada is in the palace of the Alhambra, which Lorca renders in a letter to the 
Colombian writer Jorge Zalamea in 1928. This friendly missive was conceived as 
a plastic work: Lorea even titled it, at the top of the page, General View of the 
Alhambra (cat., 348, fig. 4), adding his signature and the date, contrary to habit, 
anda tiny black half-moon over the rooftops and battlements. The very calligraphy 
of the text Is Incorporated into the drawing, blending into the line of the hill and 
trees. From the left of the page come three blue lines that traverse the poct's 
handwriting and flow under the arches of a bridge, like the wavy waters of a river, 
Lorea fs inviting his friend to visit the city and enjoy {ts autumn at a moment in 
which palace and gardens "are at their poetic high point.” Beside the three arches 
he adds the name of the river; not the real Darro, but the "Dauro," a name 
consecrated by poetic tradition and preserved by Lorca in his literary work. 
even ertain maf ram al ies led ce se ae Alam, or 
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n Orange (cat., 193, fig. 9). In later works like Bedroom (cat., 290.7) 
Andalusian Ballerina (cat., 276.2, fig. 26), or Terrace with a Column (cat., 204), 
Lorca resorts to an iconographical motif that is present even in his early works: 
curtains hanging in windows and doors. Little by little, one particular clement, the 
tassel hanging from the sash that gathers the curtain, takes on a life of {ts own, 
until it acquires an extraordinary importance, as in Terrace with a Column. In other 
cases, as in Noctume, the motif has a purely decorative function, but it also acts as 
a dense arabesque to counterbalance the stumped color and white spaces on the 


Lemons and a 


aa Nocturne, the half-open curtain, with two large tassels to the left and other, 
smaller ones at the top, gives the drawing a certain stage-like or theatrical 
appearance. And yet the moonlit sky bathes the interior space -defined by a wooden 
table, saltcellar, and slender central fruit dish- in a mysterious blue. What might 
have been a purely decorative scene, a traditional theme in painting, lics open to 
the night and to the pulsing of the moon. The drawing fs enriched by the implied 
unton of art and nature, the presence or influence of the night sky in the ambit of 
the house. This suggestion is heightened by the humble saltcellar on the table, 
From its base come branches of nerves that slip over the plane of the table and 
disappear into the blue background. These ramifications -roots or nerves- Suggest 
an inner life that transcends the one proper to objects. 

The use of pastel and the stumping of the colors (Lorea seems to have rubbed 
his fingertips or a piece of cotton across parts of the drawing) gives this work a 
lightness that contrasts with the slight heaviness of another, similar one: Noctume: 
Fruit Dish with Two Lemons (cat., 194). The first drawing {s related to the series of 
transparent vases like the one the poet drew in New York on the back of a photo- 
graph (cat., 165, fig. 88), the one he gave to the poct Luis Rosales (cat., 203, fig. 8), 
or those that appear as illustrations in a book of poems by Hans Gebscr (cat., 207 
and 208, figs. 10,11). 

Vases of flowers and baskets of fruit reveal the poct’s love of the fragrance of 
the countryside, stylized in his art in the light, delicate miniatures that adorn his 
letters or the dedications of his books. It is always tempting to view these drawings 
in the light of the mastery and superior wealth of nuance of his poetry. No matter. 
Lorca soon learned to transcend the purely decorative and enliven his drawings 
with a vision of his own. 
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1. Passage of a Wasp Through My Room, 1923 (Cat., 323.2) 








€S, ca. 1923-1925. (Cat., 86) 


2. Country House Between Two Tre 
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3. Road and Forest, ca. 1924-25. (Cat., 87) 
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4, General View of the Alhambra. Granada, 1928, (Cat., 348) 














5. Green, I want you green. Havana, 1930. (Cat., 240.2) 
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7. Pear and Die with Falling Spots. Havana, 1930. (Cat., 226.5) 
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Vase, ca. 1934-36, (Cat,, 203) 


8. 
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9, Ne : a ‘. 
rocturne: Fruit Bowl with Lemons and an Orange. Granada, 1934. (Cat., 19. 
“ 13) 
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11. Vase with Two Floating Fish, 1935-36. (Cat., 208) 
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12, Signature with Reflected Moon, Barcelona, 1935, (Cat., 196) 





II 


HALF SILVER AND SHADOW 


The world of the feminine held Lorca’s attention both as poet and playwright until 
the end of his life. That interest manifested itself long before he wrote The House 
of Bemnarda Alba, an austere "Drama of Women in the Villages of Spain" (as its 
subtitle declares). By 1924 Lorca had already conceived Dona Rosita the Spinster, 
and had jotted on a loose sheet of paper a preliminary list of characters. Before he 
had thought of "The Language of the Flowers" (the work's definitive subtitle), he had 
subtitled the play: "Story of Granada in Various Engravings and a Chromolitho- 
graph" (cat., 298). Over the list of characters he drew a yellow wall with an Arabic 
arch, through which we glimpse a shady garden and, in the center, a fountain with 
water jets: an atmosphere of tranquility and solitude, nature in the form of a 
garden. The same ambience will envelop the amorous melancholy of other girls in 
similar scenes of Granada. Two elements occur with relative frequency in these 
drawings: the vertical blot of the cypress trees and the fountain with its water jets: 
emblems of Granada throughout Lorca’s graphic work. 

Lorca’s tender piety for characters like Dona Rosita is present in some of his 
earliest literary compositions, collected in Book of Poems, Suites, and Songs. It 
appears in his graphic work as early as 1924. Generally, these grieving feminine 
figures arise in the midst of a garden similar to the one described, with a wall, an 
arch, and a fountain suggesting the fusion of urban "history" and deep intimacy. 
The definitive Dona Rosita, staged in 1935, was divided into "various gardens." And 
in a garden of myrtles with a whitewashed wall the "Gypsy Nun" of Lorca’s ballad 
and sketch does her embroidery: a spinster consecrated to God and stigmatized by 
frustrated longing. 

In the exquisite tone of a "minor song," Lorca concieves this "Brief Madrigal" 
about the frustrated hopes of one of his spinsters: 


Four pomegranate trees 
grow in your garden. 


(Take my heart- 
the new one.) 


Four cypress trees 
will grow in your garden. 


(Take my heart- 
the old one.) 


Sun and moon. 
Whereupon... 
neither heart 
nor garden! 


(Tr. Alan S. Trueblood) 


The dresses of these anonymous heroines who suffer the pangs of love (a word 
which Lorca sometimes inscribes in the drawing) belong to the Romantic period. 
They may have been suggested to the poet by the theater or by the dresses of 1830 
which the women of Granada -beginning with the poet's sister Concha and his close 
friend Emilia Llanos- wore to the Deep Song Festival organized on the Corpus 
Christi holidays of 1922. 

In the Girl from Granada in a Garden (1924) Lorca imagines two planes, 
separated by a thick archway leading to a garden of dense cypress trees (cat., 70, 
fig. 14). A pot of red flowers shows the domestic, enclosed character of this space. 
Behind the bowl of the fountain with its water Jet, which is almost at ground level, 
he situates a sad young woman with thick eyebrows, who holds a bunch of red 
flowers in her crossed arms. Another flower of the same color adorns her hair. 





These flowers allude clearly to the woman’s suffering in love: Lorca’s poetry and 
theater contain numerous examples of the same image. In the variation on the 
same theme that he draws in 1925, the young woman has closed her eyes, given 
over to reverie (cat., 72, fig. 15). She is wearing a strange coif or hat. The heart on 
the keystone of the arch and the poster with the word "AMOR" (love) allude to the 
loneliness and pain that she is feeling. Lorca would retum to the same image, more 
skillfully, in the copy of Songs which he illustrated for Juan Marinello in Havana, 
1930. There the same word is written on a lane bordered by cypress trees. 

A "stage setting" similar to that of the drawing of 1924 occurs in The Gypsy 
Nun, 1930 (cat., 240.3, fig. 22), although here Lorca has placed a cross on the wall. 
The nun, who is shown from the waist up, is embroidering. Her raised hand is 
holding an embroidering needle and she is wearing a crown or floral adornment: 
four red spots, of intense plasticity, that sparkle above the vacant eyes and sad 
mouth. The nun, who is embroidering the "flowers of her fantasy," is dressed in 
white like a bride, in an ample transparent veil, as though she were about to take 
the habit and make her vows (a similar scene is described by Gustavo Adolfo 
Bécquer in his legend "Three Dates"). Lorca is alluding to the nun’s virginity and to 
her solitude in love. The ballad hints at a similarly vague longing and melancholy: 


A dull and distant noise 

lifts the shirtwaist from her back, 
and seeing clouds and mountains 
across the rigid distances, 

her heart of lemon verbena 

and sugar breaks in two. 

(Tr. Will Kirkland) 


Another series of drawings takes its place beside that of the solitary spinsters: 
the sequence of young women in mantillas of black madronos, shown from the 
waist up or standing on balconies. The ones shown on balconies recall the portraits 
of Spanish ladies done by Goya for the Church of San Antonio de la Florida, Ma- 
drid. The Lady on a Balcony of 1925 (cat., 74, fig. 18) forms part of a series that 
Lorca worked on over the years: imaginary portraits of Spanish ladies defined by 
elements commonly associated with Andalusia, like the comb (peineta) and mantilla 
of madronios? or silken lace. 

At least one of Picabia’s portraits of a young woman "a la espanola” was shown 
at his exhibition at the Galerias Dalmau, Barcelona, in 1922. Lorea might have 
known of that and other paintings by Picabia through Dali and through his 
contacts with the gallery. Not only could Picabia have influenced this series of 
ladies (above all the Spanish Lady of 1927 [cat., 114, fig. 17]), he may also have 
influenced Lorca’s use of superimposed faces and doublings: features that appear 
frequently in Lorca’s drawings thorughout his life. 

In creating his ladies, Lorca might also have remembered Picasso's Portrait of 
Sra. Canals, 1905, or other series parallel to those of Picabia. As for his doubling 
of figures, the motif is found in the paintings and drawings of Dali. Lorea absorbs 
different influences and combines them subtly in his own expressive system. In the 
earliest drawings he does so with more lyricism than technical skill. But that very 
lyricism also implies wisdom in the way he handles his minimal materials. 





The word madrono, used throughout this introduction and catalogue refers to the 
small red berry of Arbutus menziesii, also known in English as the madronna, a 
shrub common in Spain. Hand-made balls of a similar shape are used as an 
ornament in mantillas, dresses, etc. 
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design of 1923 for the interlude The Two Speakers, and Lorca it Pera aeran 
for other scenes of Granada. The imaginary portrait, then, is full o ith the 
allusions. Lorca made this drawing much larger than most of his others, wi a 
careful "professional" attention he bestowed on his most important wore ihe 
period, several of which may have been conceived as gifts. Signed and dated in i 
same manner as his poems, this drawing formed part of the collection of Amelia 
Agostini and Angel del Rio. We can see that well before Lorca arrived in Havana 
traditional images were competing with the new motifs that were beginning to 
invade his graphic work. 

In Lorca’s Catalan period he had already produced a drawing that had broken 
with the placid, melancholy recreation of the feminine figure: the Venus in India 
ink, with brief touches of color, that he sent to Sebastian Gasch around 1927 (cat., 
151, fig. 13). Here the poct has imagined an “academic" statue of a nude with 
truncated arms. A wooden stake rises from the thigh to support the weight of the 
right arm. This stake reminds one of the "crutches" that would later appear in the 
paintings of Dali. The pointed tip of the stake projects a shadow that breaks the 
profile of the hip, and a spreading spot, made with dots, extends to the edge of the 
page. This minor rupture contrasts with the red wound of the sex organ, which is 
brutally emphasized, as {s the plentiful pubic hair, In the upper part of the drawing, 
Lorca knifes across the chest with an oblique line, separating the large, round 
breasts and allowing part of the ribs and the inclined line of the trachea to show 
through. The trachea seems to sustain the head, with its huge vacant eyes and trim 
masculine-looking colf. In breaking with the tradition of the nude, Lorca has 
accentuated the sexuality of his "academic" model. Rounding off his bitter vision, 
he adds the edge of a stocking, high on one of the thighs. 

This same interpretation of the feminine will reoccur in the nude done in India 
ink that Lorea sketched for Neruda’s poem "Sexual Water" in 1934 (cat,, 290.5, fig. 
109). The detailed nature of the previous drawing 1s resolved here with greater 
liberty, in curving lines. And yet certain elements are repeated: the same truncated 
limbs (as though of a statue), the round breasts, the face with large, empty eyes, 
The mouth has been given fat lips, and the legs have not been rendered 
realistically. The poet's attention centers on defining the round haunches and the 
central spot of the sex organ, which opens into a fan of thick black drops alluding 
to Neruda’s title. The nude is brimming with wavy lines, fanning outward from the 
ee organ and ending in simplified little hands or feet, One of these lines ends in 

© word "LUNA" (moon), and two trembling threads that emerge from the mouth 
are transformed Into a repeated "AMOR" (love), As 
Who in the Theorem of the Woman 
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e advertisement for "celveza" (=cerveza, beer), we find an Inscriptio 
rs: "ALTE PURO / MIELDA" (pure art / shit) -which Bgreals, in 
titude similar to the one manifested, directly or indirectly, by tie 
Spanish Surrealists from 1929-30 on, or by Pablo Nenida in his statement jn fei 
of impure poetry, In the magazine Caballo verde para la poesia. 

Two backdrops open like superimposed windows behind the Spanish Dancer 
and create a certain sense of pictorial depth. The ascendent roof, crowned bya half 
moon, is especially important in this regard. On the other backdrop, Lorca Sketches 
an unsettling plant with huge leaves, similar to the one which grows from the Side 
of the Self-Portrait in New York (cat., 171, fig. 84), and the one in Bust of q Dead 
Man (cat., 285, fig. 86), both drawings in the edition of Poet in New York. México, 
1940. From the plant come ramifications that look like flowers but whose red color 
makes them resemble veins. A specific detail confirms this Possibility: the fact that 
the "nerves" of one of the Ieaves extend beyond the leaf itself, as though the plant 
were ruled by a secret life. Does it feed on dead bodies, on spilt or buried blood? 
The festive drawing is charged with such deathly meaning that the ambiguous chest 
or bench on which the dancer {s sitting could easily be taken as a coffin, 

In his drawings Lorca recreates the feminine clement from a Variety of 
perspectives. Sometimes he seems interested in theatrical stereotypes, and fives us 
figures who seem to be posing for a portrait: melancholy Rositas, ladies with avell 
or mantilla, dancers, etc. In other, crueler drawings he confronts the Signs of a 
wounding sexuality. In both cases, love {s omnipresent, Suggested by the 
melancholy faces and the solitude of the figures, or by the tragic association 
between woman and moon. From 1927 on, the theatrical vision loses Strength and 
the other, more dramatic, intimate one takes hold: a vision that is bound to death 
and to the definition of the sexual. In a brief poem from Songs, Lorca had already 
contrasted in a single being, the harlequin, the masculine and feminine principles, 
giving a new interpretation to the theatrical and plastic figure: 
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13. Venus, ca. 1927-28. (Cat., 151) 
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14, Girl from Granada in a Garden, ca. 1924, (Cat, 70) 





15, Girl from Granada in a Garden, 1925. (Cat., 72) 
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16. Girl on a Lane of Cypress Trees. Havana, 1930, (Cat., 226.2) 





17. Spanish 
Lady, 1927. 
(Cat., 114) 
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18. Lady on Balcony with a Mantilla of Madronos, Granada, 1925. (Cat., 74) 
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19. Theorem of Woman Devouring the Moon. Havana, 1930. (Cat, 167) 
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20, Lady on a Balcony, 1927, (Cat., 101) 
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22. The Gypsy Nun. Havana, 1930. (Cat,, 240.3) 





23. Soledad Montoya. Havana, 1930. (Cat., 240.4) 
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24. Gi 
irl with Mantilla of Madrofios. Havana, 1930. (Cat., 226.3) 





25. Spanish Dancer, ca. 1929-1932. (Cat., 184) 
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26. Ai 
ndalusian Dancer. Madrid, 1935, (Cat., 276,2) 
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THE MELANCHOLY OF CLOWNS 


A brightly colored clown with folded arms and a goblet in his right hand is the first 
documented sketch (1924, cat., 64) in the long series of pierrots and circus clowns 
Lorca would draw throughout his life. Most of these sketches were made in Grana- 
da in the years in which he wrote the Gypsy Ballads (1924-1927) and during his 
second trip to Catalonia (1927): a period at which previously explored themes took 


the past has taken refuge,"* and goes on to quote from "Nocturme of the Void" in 
Poet in New Yorke 


If you want to see that nothing is left, 
see the emptied spaces and the clothes, 


lve me your lunar glove, 
final form and definition. The old iconographic tradition of the commedia dell’arte, ae other glove of. aes 
which was so important in poetry written at the end of the 19th century and the my love! ® ; 


first few decades of the 20th, crosses paths in Lorca’s work, as in the work of other 
poets, with the vision of the world of the circus, and the two traditions blend into 
one. One has only to remember writers like Jacinto Benavente, Ramén de Valle- 
Inclan, Ramon Gémez de la Serna, or the Lorca of poems like "Harlequin" and plays 
like Once Five Years Pass, with its clown figures; or graphic artists like Rouault, 
Picasso, Juan Gris, Rafacl Barradas or Salvador Dali. 

To Lorca these falsely cheerful faces simbolize the mixture of tragedy and joy 
in human life and in his own artistic, plastic, and literary world. They are doubles 
or correlatives of his own personality. In January 1933, when he gives a young 
friend a sketch of a pierrot with a double face, he tells him pointedly, "I am going 
to give you my self-portrait. In this later version of the theme (cat., 185), Lorea 
has taken up something new: the masks and double images related to his work as 
a playwright and taken up directly in The Audience. The figure of the pierrot is 
related to lunar melancholy and to a sort of refined self-absorption, as Watteau 
seems to suggest in his work. The significance of the clown is a little different. With 
his floury white face, he permits one to explore the meaning of the mask: the 
possibility of fiction and representation or the disguising of an intimate self. Lorca, 
who was always fearful of the "spotlights" trained on him by “other people,” felt so 
attracted to this type of figure that he turned the clown into a recurring motif in his 
Graphic work, along with sailors and gypsies. Others around him -friends like 
Barradas and Dali- showed a similar interest in the images of clowns and 
harlequins. 

Lorca’s series takes shape and definition in 1925-1926, when he draws circus 
clowns or clown-musicians (the latter are shown with guitar, tambourine, or 
accordion). One of the circus clowns, inspired perhaps by Picasso, is drawn with 
a circus ring in the background. At the edge of the picture one can see two other 
clowns, one of them on a trapeze. Both this figure and that of Gloved Clown (cat., 
78, fig. 29) have a glove hiding their right hands: a huge glove with very noticeable 
seams. Perhaps the motif of the glove holds some private, autobiographical 
symbolism. Lorca once wrote to Ana Maria Dali: "In gloves and hats one finds an 
entire personality, at least when they have been used, when they have soaked up 
someone's sweat. Give me a glove and | will tell you the character of its owner.'S 
In one of his commentaries on Lorca, Daniel Devoto has pointed out the "symbolic 
meaning of the glove, the phantom ofa hand, fixed witness to time, concavity where 


The Clown in a Circus Ring (cat., 79, fig. 28) smiles with lowered gaze, ina 
tight-fitting red suit with wide folds, the ruff collar raised so high behind his head 
that it turns into a circular plane of color in an almost vertical position. This 
drawing is stiff and a little clumsy, and it lacks the lyrical power one finds in other 
drawings in the series. But the delicate naivté of the color and the treatment of 
motifs like the collar gives this minor work a certain undeniable charm. 

The more fluent Gloved Clown presents a half-length figure standing before a 
table top, with a huge gloved hand in the foreground, a lace cuff around each wrist, 
and the left hand hidden from sight. Two objects in the drawing, a goblet and a 
piece of fruit, are remarkably different in size. The goblet is so high that it seems 
to throw the whole scene off balance. Lorca emphasizes certain motifs in search of 
a meaning ora plastic effect that intentionally breaks the order of the composition. 
The presence of the goblet may allude to the bacchic or dionysian character of 
Lorca's art. "You are a Christian tempest," Dali once told him in a letter.® 

The faces of these clowns are worked out with a certain simplicity and framed 

by cheerful conical hats that end in pompons. 
The clowns are wearing fine lace collars that, in the earlier drawings, tend to 
transparently cover their shoulders. In the Clown with a Tambourine (1925, cat., 
80), the hat points high into the air. The process of stylization will culminate in 
figures that look more like magicians than clowns. In The Pageboy of the Fishbowl 
(1926, cat., 89, fig. 30) the spiral of the ruff collar rises in front of the face without 
breaking its line, as though the spiral were transparent. It is the first step in a play 
of superimposed and fused figures that Lorca will develop in an ever more 
complicated manner. 

The feminine looking pageboy is balancing a wide goblet with a fish on the 
fingers of his right hand. The motif will reappear in Japanese Legend (1926, cat., 
90) and in the Portrait of Salvador Dali of 1927 (cat., 116). The well known phallic 
symbolism of the fish adds a touch of humor to the portrait of Dali. Although one 
cannot rule out an allusion of this type in the two earlier drawings, its appearance 
there seems essentially decorative. 

In Japanese Legend a clown leans on a table. Lorea has balanced the 
composition by adding a fishbowl and two long, red fish. Floating in the air, the fish 
seem to want to enter the glass bowl; their sharp heads are superimposed on it. 
Once again the accompanying motif takes on an existence of its own. The fishbowl 
is crossed by a spiral, shaded in blue, which seems to duplicate the flat muff collar 
of the clown, turning into a tacit double of his face. (In Japanese Fishbowl, 1927 
(cat., 112), Lorca will play with the same possibility, but without a human figure.) 
The intense red of the fish brings out a theme that occurs in several drawings: the 
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*'Noctume of Emptied Space," in Greg Simon and Steven F. White, tr., Poet in New 
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the case of 
interrelation of objects and living beings. Sometimes they x oe eat 
the fishbowl) and sometimes they are poeta iy 
limiting or separating the two different realms ol re b anys 
distant from his realis' 
In the clowns of 1926 Lorca seems ever more SE Savin 


i 
and ever closer to a sort of calligraphic exercise, as reveal me 
which will abound later on in the illustrations he does for his letters. At times 


clowns have superimposed faces and at times not, as in the delicate Bagerou ae 
occupies the bottom of the page ina letter to Guillermo de Torre in 1927 (cat., : 
fig. 38). The pompon on the hat has turned into an autonomous decorative See 
which floats in the afr, cutting through the crown of the hat and blending aaa 
The brim of the hat is simplified in a graceful curving line, In Clown wi , 
Accordion (cat,, 92, fig. 31), as in other drawings of the same period, ¢.g., Le 
of the Fishbowl and Legend, the ruff collar is superimposed on the face, ao 

face seems submerged behind the spiral veil enveloping it. The face with its a 
eyes seems to take on a mysterious, troubling appearance, and the figure of the 
clown acquires a new profundity. : ; 

The Legend introduces the "Japanese" element into the poet's graphic works. 
Lorea had been drawn to Japanese things by halku, which became fashionable in 
Spain in the early 1920s, leaving its mark not only on Lorca’s Suites but also on a 
failed book of the avant-garde, Hélices (Helixes), 1923, by Guillermo de Torre, a 
theorizer and practitioner of Ultraism. What captured Lorca’s attention as a 
draftsman, however, was the world of the theater, blent with the symbolism of the 
circus, The coloring of the clown’s suit in Japanese Legend is somewhat 
reminiscent of that of'a harlequin. But the white head, where only the lips have any 
color, denotes a theatrical mask, with oblique eyes and lateral shadows marking the 
hair on an otherwise bald head. 

In Japanese Clown (cat., 105, fig. 35) Lorca plays skillfully with the curving 
rhythm of several elements: the lace covering the wrists, the counterpoised arms, 
the spiral of the ruff collar, and the clown’s hat. The latter tums into a calligraphic 
adornment that takes off from the brow and rises to a pompon shadowed lightly in 
red. The figure seems to be wearing an elongated mask, like a Japanese actor in 
Noh theater, The raised cyes suggest an oriental face. The upper edge of the eye is 
lined in darker ink, as though the poet wished to indicate the thickness of the 
mask. It seems evident that this drawing was the one entitled Japanese Clown in 
the Dalmau exhibition of 1927 (no. 13 in the Dalmau catalog). The drawing is 
dedicated to Lluis Montanya, a staff member of the magazine L'Amic de les Arts, 
and one of the Catalan friends who helped sponsor the Dalmau exhibition. 

Three other drawings belong to the same exhibition: Circus Light, Legend of 
Jerez, and Clown. All of these frontal figures allow us to glimpse, over their 
shoulders or to the right, a series of background objects: narrative elements merely 
hinted at in previous drawings. The Legend of Jerez (cat., 106, fig. 36) is noteworthy 
in this respect. The title suggests an attempt to portray a legendary story, with a 
dramatic content. The figure of the young man in front of the tavern seems related 
to images like that of The Young Man and His Soul (cat., 94, fig. 66). The “animical" 
doubling that is suggested by the dotted lines is picked up by the arch surroundin 
the window and by the three crosses sketched on the wall (perhaps these qosiee 
commemorate a death). The crosses are reflected on the ground in the midst of 
some wavy lines, and lying about are some letters that allow the observer t 
reconstruct the word alma (soul). Both in Legend and in Clown with Double Fr ) 
(cat., 102, Nig, 34), Lorca suggests (as Dali does) the interrelation within th a 
individual of sleep and wake, life and death. He is trying to endow his fae wate 
@ greater transcendence than that which he would achieve through the precision 


of his line. The Legend turns into a narrative 
myst 
enigma more literary than plastic. Feces ealeolationyan 


The facial doubling of these drawin 
period, Clown with Double Face and Chali. 
eRe is and long cyclashes, is she 
color) into the chalice. Deliberately, Lorca finished neither 
ee iat co jen hand holding it. In contrast he has SURGES 
oe ap amu that takes on an existence of {ts own in a reticul ai 

nes. The way suffering is portrayed in this sketch ee 
overtones, and probably alludes to the passion of Christ. a ewleus 

In Circus Light (cat., 104, fig. 37) one finds a feminin 
the work of Picasso. From the same exhibition comes ‘ 


igs occurs in another one of the same 
ce (cat., 135, fig. 43). The inner face, with 
dding drops of blood (denoted by the red 


of the clown has the same 
yellow shade as th 
in the background resembles the one in Cine 


68 








a house with a door and curtain and a smoking chimney 
which rises in the foreground like a stage set. The lack of perspective helps 
emphasize the full-length figure of the clown. The clown {s shown with the pointed 
hat that the poet will repeat in Man Taming a Fabulous Beast (cat., 164, fig. 91) and 

hes. 
as ait Sean time he is doing these sketches, Lorca is illustrating his letters 
with sad-faced pierrots in moonlight (e.g. the Lunar Pierrot [cat., 349, fig. 41) drawn 
for Melchor Fernandez Almagro in 1928), or drawing them, easily and fluently on 
the pages of dedicated copies of his books (for example, the Tum-of-the-Century 
Illustration he sketches in the copy of Canciones dedicated to Juan Marinello jn 
1930 [cat., 226.4, fig. 39]). Although book and drawing were guillotined carelessly 
by a binder, the Cuban writer has remembered what Lorca wrote at the top of the 
page: ‘This lad can no longer be happy, because he did not deliver his blows on 
time.'” The sentence seems to allude to a drama of Andreiev, He Who Gets 
Slapped, and the numerous. hands scattered through the drawing tell us clearly 
why the young man is so sad. Exceptionally, as in some of the works done in New 
York and Cuba, Lorca makes light of the sadness of this sort of character, and 
breaks with its traditional iconographical meaning. But Lorca’s frony resides more 
in his captions than in graphic representation. In Illustration the face with {ts half- 
closed eyes looks very melancholy indeed, and there is something disturbing about 
the hands, delineated in ink and colored pencils. The red blood veins attached to 
one of them are still more disturbing. 

The series continues with Gypsy in a Ruff Collar and Magician's Hat (cat., 
258.1, fig. 27), remarkable for combining two of Lorca’s prototypical images, the 
clown and the Andalusian gypsy. This drawing was made on the title page of 
"Ballad of the Moon" in a numbered copy of the fourth edition of the Gypsy Ballads. 
Lorca has worked without color here, with a subtle line and a certain imaginative 
freedom. The hat of the clown is transformed into the conical hat of a magician with 
a lineal motif that ends near the top of the page in a tassel which comes undone 
and floats in the wind. The strange hat traverses the printed title, incorporating it. 
Under the hat, a soft young face opens its funereal eyes, without any pupils. The 
ruff collar holding the head (as though on a tray), the neck, Jacket, and tie recall the 
images of gypsies sketched in other dedicated copies of the same book. In this 
brilliant exercise in abstraction and graphic economy, Lorca refuses to obey any 
sort of realism. Not only does he fuse different figures into one, he tums the brim 
of the hat into wings and allows the locks of hair to take off In different directions: 
they stand out like wavy nervous threads, almost diagonal to one another. The poet 
{s composing, rather than imitating, and he is far from the clowns he drew ten 
years earlier. As in the images of sailors drawn at the same period, the clowns allow 
him to suggest an inner world possessed by the numinous, or by what Maria 
Zambrano has called "the imprint of the sacred."® 

Lorca takes his leave of this series with two superimposed faces with their halr 
flying horizontally in the wind: one of them has closed eyes and a rain of bloody 
tears that drip into his curving ruff collar (cat., 198, fig. 42). The collar, simplified 
as much as possible, {s but a circular line that closes in the center and points 
downward like an arrow. Three dots enclose that arrow, and in an opposing 
equilibrium a stroke from the signature -the "d" of Federico- swoons downward 
towards the bottom of the page where the name continues, divided between two 
levels, with a tiny moon above. The space on the page has been calculated with 
spontaneous wisdom, and the drawing {s full of funereal tragedy. The emblem of the 
moon, which the poet associates with his own name, reminds us of the power of 
poetry to evoke the mystery of reality. At the foot of the page we find the year, the 
last year of Lorca’s life: 1936. 
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27. Gypsy with Ruff Collar and Magician's Hat. Buenos Aires, 1934. (Cat., 258.1) 
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28. Clown in a Circus Ring. Granada, ca. 1925, (Cat., 79) 
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29. Gloved Clown. Granada, 1925. (Cat., 78) 
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$2, Clown with Guitar, Granada, 1925, (Cat., 77) 
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33, Head of a Pierrot, 1927. (Cat., 339.1) 
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35, Japanese Clown, 1927. (Cat., 105) 
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36, Legend 
of Jerez, 1927. 
(Cat., 106) 
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37. Circus Light, 1927. (Cat., 104) 
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38, Page-Boy, Granada, 1927, (Cat, 34 ) 











39. Tum of the Century Scene, Havana, 1930. (Cat. 226.4) 
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40. Head of a Pierrot, 1931. (Cat., 353) 
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41, Lunar Pierrot, 1928. (Cat., 349) 
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43. Clown with 
Double Face 
and Chalice, 
ca. 1927. 
(Cat., 135) 








44. Clown, 1927, (Cat., 103) 
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IV 


DESIGNS FOR THE THEATER 


Lorca was born to art through music. In his adolescence he had composed musical 
pieces of which we have only the titles, or the knowledge that they were performed, 
or, in a few rare cases, fragments of the music itself, in the halting notation of a 
sixteen- or seventeen-year old. Upon his conversion to the "religion" of literature 
(that fs the term he uses in his earliest writings) Lorca acts, from the very first, as 
a dramatic poet. In other words, he tries to express his lyrical intuition of the world 
in poetry and dialogue, without regard to formal distinctions. By using characters 
in all his works he was able to express his complex vision of reality.! In other 
words, Lorca is more than a lyrical poet whose vision emanates from an observing 
"self." He is also an "{mitator’ or theatrical being, and he is capable of assuming the 
voice, the wounds, and the joy of his fictive characters. It is not surprising that he 
adapts the narrative character of the ballad to his own modern sensibility; that real 
or invented beings are woven into the delicate fabric of Songs -"Adeline Out 
Walking," the maid Irene Garcia, the solitary Amparo, "dressed in white'-; or that 
he writes a book, Poem of the Deep Song, in which the poetic "self seems to recede 
before the objective definition of another lyrical world, that of cante jondo, as Lorca 
saw it. It was inevitable that Lorca should write for the theater, letting his 
characters speak for themselves, and that he would endow them with part of his 
personality as a creator, fusing lyrical and dramatical elements into one 
indissoluble whole. 

Lorea’s double nature as a poet/dramatist can be perceived throughout his 
graphic work, and not only in the presence of stage settings and costumes inspired 
by the theater but also in the blending of lyrical and "representative" elements, as 
happens with his sailors, his pierrots, or the melancholy, lonely girls he shows in 
the gardens of Granada. One can relate some of these figures to specific theatrical 
works, e.g. Dofa Rosita the Spinster. But Lorca also invented costumes and 
characters for plays and poems he never realized. Rarely did he draw landscapes 
or still lifes. What attracted him, always, was the human figure. We also find, 
remarkably, that he never draws his characters in profile, only from the front. What 
interests him is the full meaning of the face, rather than the range of graphic 
possibilities it offers. His treatment of the face, in all its nuances, and the total 
predominance of the eyes illustrate his overwhelming interest in the human figure, 
which is almost always endowed with symbolic features. Lorca explores different 
graphic possibilities, sometimes without totally mastering them. But he always does 
so hoping to complement his literary expression. Seldom do these drawings suggest 
the complete autonomy of the artist who moves in an independent plastic world. 
Thus, the remarkable interpenetration of poems and drawings. It is rare for one of 
Lorca’s graphic motifs not to have a counterpart in the literary works. Both graphic 
and literary expression are born from the same unitary intuition. 

Given his graphic skills and his plastic vision of reality, Lorca was able to 
imagine, in a calculated, detailed way, the mise-en-scene of his works. As stage 
director, he designed sets and costumes for his own works and those of others. A 
key influence on him was his friendship with Falla, who had collaborated with 
Diaghilev's Ballets Ruses and seemed to represent the possible fusion -an ideal for 
the poet- of music and theatrical script. For this we have the testimony of José 
Mora Guarnido, who tells the following anecdote: 


One afternoon in Falla’s garden on the Antequeruela Alta [the street 





1Sce Christopher Maurer, "Sobre la prosa temprana de Garcia Lorea (1916-1918)." 
Cuadernos Hispanoamericanos, 433-434 (1986), pp. 13-30, and "Lorca y las formas 
de la misica," in Lecciones sobre Federico Garcia Lorca, ed. A. Soria Olmedo, 
Granada, Comision Nacional del Cincuentenario, 1986, pp- 237-250. 





where Falla lived in Granada] Lorea read the sketch of a ballet 
gallant, not in the style of The Three Comered Hat, but in that of the 
Versailles comedies of Ramén de Valle-Inclan (which Lorea liked very 
much). The composer was delighted by the plot, and must have been 
tempted to participate. But Don Manuel was then absorbed by the 
Retablo de Maese Pedro, and would not be distracted by anything 
else. The project was abandoned, as were so many others.* 


Aside from the unfinished project of the comic opera Lola the Playactress, for 
which there is ample documentation,® Falla and Lorca must have talked about 
collaborating on other works. The scene in the composer’s garden must have 
ocurred before Mora left for America in 1923. In 1926 Lorca imagined a Costume 
Design for a Ballet (the title is given in the margin, in ink that has become almost 
invisible) (cat., 304, fig. 47). No document identifies the work for which this design 
was made. Was it done for the project sketched out in 1923? This would not be 
surprising for Lorca, who took as much as a decade to give final form to a work like 
Dona Rosita the Spinster, or The Language of the Flowers. 

We know that in the hall of his simple house in Granada, Falla had hung the 
framed costume designs of Picasso for Le tricone (1919),* and that in 1921 he 
received, with a handwritten dedication from the painter, the 31 drawings Picasso 
had made for the stage sets, published in a book by Paul Rosenberg in Paris in 
1920.° The influence of these works on those of the poet is abundantly clear, for 
example in the assimilation of certain motifs that give us a vision of a timeless 
Andalucia: arches shadowed from a lateral perspective, windows with curtains 
drawn back at an angle, columns of balaustrades that crown the white walls. One 
need only consider the drawings that illustrate the first edition of Mariana Pineda 
(1928), the poet's stage and costume designs for the premiere of The Shoemaker’s 
Prodigious Wife (1930), and his drawings for the interlude of Cervantes entitled The 
Cave of Salamanca, which was performed by the Barraca in 1932. 

When we focus our attention on the costume designs, we will find that they 
include iconographic models repeated, at least in part, throughout Lorea’s graphic 
works. Notice, for example, how Costume Design for a Ballet resembles images like 
St. George and the Dragon (cat., 96, fig. 63). Another striking feature of these 
drawings is Lorca’s attentiveness to even tiny details relative to fabrics and to the 
chromatic definition of his characters, for example, his comments on the Red 
Neighbor in The Shoemaker’s Prodigious Wife: "Red clothes. Green appliqué. Big 
black madronos. Be careful with the irregular design of the triangles. It must be 
exact" (cat., 307). Or this note for the costume of the Shoemaker’s wife in the 
second act of the play: "Violent red and rose red dress. No earrings”. And he 
recommends for the costume of Cervantes’ student of Salamanca, where the 
imagined colors are wisely graduated: “Pale orange suit. Scarlet cape with the edges 
of the same color. Black hat with the spoon in gold” (cat., 319, fig. 50). 





2Pederico Garcia Lorca y su mundo, Buenos Aires, Losada, 1958, p. 159. 
8See Piero Menarini, ed., FGL, Lola la comedianta, Madrid, Alianza, 1982. 


4Testimony from Colin HackforthJones, who visited Falla’s house with Lorea in 
1926 or 27. See Andrew A. Anderson, "Una amistad inglesa de GL,” Insula, 462 
(August 1985), p. 3. 


SThe title page and dedication are reproduced in Manuel Orozco, Falla, Biografia 
ilustrada, Barcelona, Destino, 1968, p. 48. The stage set I am referring to is on p. 
55 and on p. 17 of this book. The observations which follow are from my edition of 
La zapatera prodigiosa, Madrid, Alianza, 1982, pp. 14-15. 


He does not only take care of the effectiveness of the chromatism, but also the 
symbolic character of the theatrical play on color. ‘The "violent" red befits the 
character of the conceited, haughty Shocmaker's wile, as well as olddon Perlimplin, 

Jor, when he disguises himself as the 


also dressed in red, with a long cape In this co! 
Je Belisa. Finally, in 


ardent, young lover of his own wife, the sprightly, unobtainab! 
lowing scenery, aS if he were 


a play for whose second act Lorea suggests the fo! 
defining for its staging one of his own drawings: "Pelimplin's dining-room. The 
perspective Is beautifully wrong. The table, with all the objects painted, as in a 


primitive Last Supper’. 

Not only does Lorca theatricalize his vision of reality, he also fills his poetry 
and his theater with a multitude of plastic details. This is not surprising in 
someone who considers sight to be a poet's most important bodily sense. In his 
drawings Lorca seeks to give graphic form to his lyrical motion. At the same time, 
he tries, with spontaneous wisdom, to interrelate lyrical and plastic elements in his 
most important literary works. Lorca knew that "Just as the poet creates the image 
which he defines, the painter creates the plastic image that establishes the emotion 
and gives ita sense of direction.’® From the outset, Lorca attempted to break down 
or open the doors separating the different realms of art. What he was seeking was 
the work that could integrate those realms Into a single intense unit of expression. 


— 


Gu 
‘Sketch de la nueva pintura,” 


Alianza, 1984, p. 42. in FGL, Conferencias, ed. C. Maurer 


Madrid, 
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45. Currito from The Billyclub Puppets, ca. 1934-36. (Cat., 320) 








46. Garden with 
the Tree of the Sun and the Tree of the Moon. Granada, 1923. (Cat., 297) 
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47. Costume 
Design for 

a Ballet, 1926. 
(Cat., 304) 
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48. Pancracio, Madrid, 1932, (Cat,, 317) 
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49. Leonarda. Madrid, 1932. (Cat., 318) 
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51. Barber. Madrid, 1932. (Cat., 316) 
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A RUSTIC BOOK OF SAINTS 


Religious iconography is not of primordial importance in Lorca’s graphic work, but 
the examples which do exist show that for him the religious theme is a 
transcendent one. As in other series of drawings, this one evolves from the naively 
decorative to the production of religious images that go well beyond the traditional 
characterization of the saints and assume a prominent place in Lorca’s own 
peculiar lyrical world. 

In 1923, on illustrating a birthday poem as a gift to the pianist Rosa Garcia 
Ascot, Lorca drew one of his first religious scenes or "holy cards"; an imaginary St. 
Rose of Lima (cat., 360.2, fig. 52). The saint, who is identified thanks to the flower 
she is holding, looks rather like a Virgin from a rural hermitage. The carved stone 
pedestal on which she is standing has given her a new dignity. A country landscape 
of birds in flight and hills with olive trees surrounds the image, whose yellow halo 
plays with a half moon of the same color. On the green ground, near the pedestal, 
three lemons, a water jar, and a snail are shown in all their candor. The country 
fragrance and the delicacy of the colors make this drawing interesting: it is the work 
of a poet deliberately secking to create art that can charm us with its childlike 
vision. 

Only a year later Lorca drew his Float of the Virgin of Sorrows (cat., 65, fig. 54) 
and Holy Pilgrim (cat., 66, fig. 53), pieces in which he continues to interpret the 
same sort of popular religiousness. In a stage note to Mariana Pineda (Act III, Scene 
VII) he describes the image of the Virgin almost exactly as it appears in the drawing: 
"...a Virgin of Sorrows with her heart transfixed by daggers, weeps on the wall, 
beneath a huge arch of yellow and silver paper roses." In his drawing Lorca has 
imagined the Virgin in a Holy Week processional float, against a background of 
village houses and hills, with a calvary in the distance. He seems to be evoking the 
landscape of Ronda. The rural setting recalls the drawing of St. Rose of Lima. Even 
the Virgin's position on the float, which is adomed with flowers and candles -she 
is tumed toward the observer, with her side towards the direction of the procession 
-resembles that of St. Rose. Lorca brings out the sorrow of this figure, marking the 
tears on her face and turning the "knives" of his stage note into long swords: swords 
driven into her heart, resembling those used in the bullfight. 

The sketch has a parallel formulation in the composition entitled "Float," in 
Poem of the Deep Song. 

Virgin in a hoop skirt, 
Virgin of Solitude, 

open like an immense 
tulip. 

In your ship of lights 

you pass through the city 
amid murky saetas! 

and crystal stars. 

Virgin in a hoop skirt 
you pass 

down the river of the street 
out to the seal 


As for the Holy Pilgrim, he is framed by an arch of blue flowers, like a saint in 
a bell jar. A hat, staff, and gourd identify him as a pilgrim. Judging from the 
wounds on his legs, he might be San Roque, the fabled pilgrim of Santiago de 
Compostela. The only thing missing would be his inseparable dog, an animal 





‘Literally, "arrows": a variety of cante jondo (deep song) sung to the Virgin and to 
Christ during the Holy Week processions. 





depicted with the saint on a lovely stained glass window that once adored the 
Lorca family’s country house (the Huerta de San Vicente) in Granada but has since 
disappeared. The poet was to write from Lanjarén, a town in the wild, mountainous 
Alpujarras region, southern Spain, in 1927: "Here you understand the wounds of 
St. Roque, tears of blood, and the taste for the buried knife. Strange and 
Berberesque Andalusia!"? This San Roque, with three round wounds and feminine- 
looking skirts, looks like a saint from a popular hermitage. In his lecture "Play and 
Theory of the Duende" Lorca mentions, en passant, as chracteristic of the Spanish 
tradition, "lace-covered saints.’ 

In these early years Lorca is bringing to life the images of a "Rustic Book of 
Saints," the title of a sonnet in Rafael Alberti’s Sailor Ashore (1925): 


The Holy Plowman combs the earth. 

St Cecilia plays music on the pines, 
and down by the river San Roque’s dog 
runs after the mountain dove 

to glorify her on the altars 

under the light of this, my sonnet.* 


Meanwhile, Lorca is filling the world of his Gypsy Ballads with angels, archangels, 
and seraphim ("Seraphim and gypsies / were playing accordions."). He writes poems 
to the saints whom he considers to be the patrons of three Andalusian cities: St. 
Michael of Granada, St. Raphael of Cérdoba, and St. Gabriel of Seville. He relives 
the martyrdom of St. Eulalia and reinvents scenes from Christmas carols ("In the 
manger in Bethlehem / the gypsies gather. / St. Joseph, full of wounds, / covers 
a maid in a shroud."). He compares a gypsy girl with the martyr St. Agueda ("Rosa 
de los Camborios / weeps, sitting in her door, / with her two severed breasts / 
placed on a tray."). What is remarkable in this synthetic sampling is how the poet's 
imagination is captivated by religious tradition: a tradition that is fundamentally 
plastic and Baroque, as in the poet's description of St. Michael. Lorea models his 
image on the statue with Bernardo Francisco de Mora carved in 1685 for the 
hermitage of St. Michael in the Albaicin neighborhood of Granada: 


St. Michael, covered with lace 
in the bedroom of his tower, 
shows his lovely thighs, 
girded by lantem light. 
Domesticated archangel 

in a gesture of twelve o'clock 
Jakes a sweet rage 

of feathers and nightingales. 
St. Michael sings in the glass, 
ephebe of three thousand nights, 
smelling of cologne 

and far away from flowers. 


The drawing of St. George (1927) is done on a large sheet of laid paper that gives 
its lines and color a special texture (cat., 96, fig. 63). Lorca’s drawing does not take 





2David Gershator, tr., Selected Letters, p. 116. 
8See Deep Song and Other Prose, p. 48. 


4Rafael Alberti, Obras completas, vol. 1, Poesia 1920-1930, ed. Luis Garcia Montero, 
Madrid, Aguilar, 1988, p. 87. 
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n of England (St. George in his 


the "St 
into a dragon), but from 
a eee eee just mentioned. The image 


its inspiration from traditional images of the patro: 


armor, usually on horse sees 

" of the main altar in the herm the devil, 
Pet ree has naked legs and a ea a nis treated in 
in the figure of a conquered dragon. (In Lorca’s Tne ies and clothing the 


’s shoe: 
ic manner.) Lorca has given St. Georges s Aone 
pret eatrent he will use later, with a surer hand, in the St Raphael o 


in .2, fig. 58), 
os phone sae gives rise to Lorca’s Lucifer (one recognizes the rebellious 


i! line of 

angel thanks to the little horns that rise from the blond hair, OA fig. 
hael in Granada of 1932 (cat., : 

the face), and to St Raphael and St Mic d Lorca is ironizing 
61). These are images with similar iconographical allusions, an TAP REORAIERS 
or reinterpreting from a very personal point of view. St. Rap! as Sree 
hecled shoes on fat feminine legs. His lovely blue suit with a lace borde! ae 
muff collar covers a slender figure and is resolved In a youthful face naar 
crown, a halo, and a tuft of feathers. Lucifer (cat., 206, fig. 62), who wee ae 
Jater, has six fingers on his right hand. Some peacock feathers hese 
Hispanic Modemism curve from his wings, and the ocelli of the feathers ae ee 
real eyes. Above his breast, at the edge of his tunic, fs a peculiar sign, inseri # a 
a circle, as though he had been singled out by fate or destiny. Neither the aie 
devil nor St. Raphael, companion of Tobias, are strictly based on traditional models. 
Lorea takes up certain identifying, folksy details, but he interprets these saints very 
much in his own manner, as he will do in St Michael in Granada. He is attracted 
to the religious element, but he views it distantly, far from the devotion of 
traditional Catholicism. 

One might say the same about more intense works like the Torment of St 
Joseph the Patriarch (1928, cat., 142, fig. 56), a drawing In which Lorca himself 
crossed out the title, perhaps censoring himself, or Death of St. Rodegunda (1929, 
cat., 161, fig. 60). These two drawings were made in the period when Lorca was 
most influenced by Surrealism. The first shows a man with a crown of thoms and 
a female sex organ. His ribs are visible and in his belly we can see a reclining, 
sleeping face. It would be difficult to venture an interpretation of this character, 
whose empty eyes and strange silhouette recall certain images and certain 
“doublings" of Dali. In any case, the androgeny which "torments" him (judging from 
the crown of thorns) has less to do with the traditional vision of St. Joseph offered 
us in the Gypsy Ballads than with the pathos of the Prose Poems. 

Death of St. Rodegunda, a drawing that is signed and dated (this is exceptional 
in Lorca), helps us to date the filmscript Trip fo the Moon to 1929, The drawing 
secms to be mentioned in scene 36: "Double exposure of bars which move across 
a drawing: Death of St. Rodegunda' (corrected to St. Radegunda by Marie Laffran- 
que, the editor of the filmscript).° Lorca not only alters the name of this queen of 
the Franks, whose feast day is celebrated on August 13 (Lorca had arrived in New 
ue June 25, 1929), but he also fantasizes about the circumstances of her 

eath. 

Perhaps it was merely the strangeness of her name that made Lorca want to 
draw the saint. Lorca may have found the name {na list of saints’ days. There is no 
proof, of course, that this is the same drawing mentioned in Trip to the Moon: Lorca 
mene nave ees eng ess one, with a similar death scene. 

n what appears to be the earliest version of the drawin , the do 
is bent over a table, vomiting blood into a bucket and Bleeding from ieee 
The saint has four wounds at the height of her breast. Around those wounds the 
poet added branches of veins that have all but disappeared (the drawing has not 


There were murmurings from the Jungle of vomit 

with the empty women, with hot wax children, 

with fermented trees and tireless waiters 

who serve platters of salt beneath harps of saliva. 

ee 's no other way, my son, vomit! There's no other wai 
's not the vomit of hussars on the breasts of their Ghaes: 


a SS EEE 


SFGL. Viaje a la luna (Guién cine 


mat 
Braad Editions, 1980, eamaieo) edi/Marte Laffranque, Loubressac: 


98 





nor the vomit of cats that inadvertently swallowed frogs, 
but the dead who scratch with clay hands 
on flint gates where clouds and desserts decay.® 


s is a drawing of an invented death. Stretched out on an operatin, 
St. rae will ceadne the desolate landscape of the New York Bae 
tombs and dead people who cry for life. The terrible agony of the saint finds its 
correlative in the anguish and solitude transmitted by the poems. 

Si. Christopher (cat., 183, fig. 59) might be assigned to 1929, the same Yearas 
the drawing of St. Rodegunda: the two works have similar signatures and similar 
stylistic features. The appearance of the two heads and the continuous, curvin 
linear inflexion connect St. Christopher to the series of self-portraits done {n New 
York (1929-1931). The fact that St. Christopher is related to the Gypsy Ballads 
(1927-1928) and to the Prose Poems (1927-1928) makes 1929 a likely date, 

St. Christopher appears in the ballad of "Preciosa and the Wind" and the poet's 
interest in the lives of saints is maintained and renewed in the Prose Poems, e.g. in 
"St, Luciaand St. Lazarus", "Beheading the Baptist" and "Beheading the Innocents", 
Apparently it was Lorea -a reader of The Golden Legend and of Fray Luis de 
Granada- who interested both Luis Bunuel and Salvador Dali in the lives of the 
saints. Remembering their conversations with Lorca, Bunuel would later film Simon 
of the Desert and Dali would devote a splendid essay to St. Sebastian, which Lorca 
himself published in gallo, a magazine he helped produce in Granada (no. 1, 1928), 

Saint Christopher, the mythical figure who embodies the wind in "Preciosa and 
the Wind," appears in the ballad as "San Cristobalén desnudo," a “naked St, 
Christopher." The augmentative suffix (-6n) alludes to his height. The poct was 
probably remembering the huge, familiar images of the saint (patron saint of 
travellers) which hang from the walls of many Spanish churches and cathedrals, 
with his feet in a current of water and the child Jesus hoisted to his shoulder. In 
Lorca’s drawing, St. Christopher comes nunning forward, the toes of one foot in the 
water. The head of the child has a semicircular aurcola that recalls the metal halos 
of certain statues of saints and Virgins. The violet color of the water, an aquatic 
plant, and the two houses with towers to the right, has faded with time, for the 
drawing has not been well preserved. Other lines around the body have almost 
entirely disappeared. 

In this St. Christopher and in other drawings done around the same time, the 
poet is in complete control of his line of stylization. He has freed himself from the 
realist burden imposed by his possible models and, thanks to the influence of Miré, 
has developed lines of extraordinary concision, intensity, and expressiveness. His 
figures grow unreal and turn into transparent or vacant silhouettes where life {s 
signified by red wounds or delicate ramifications of veins. The clumsy, hiecratic 
vision of arms and hands has yielded to a play of lines that free themselves and 
interlace, suggesting forms and volumes. The vacant or blind eyes suggest a sort 
of dispossession, like that of the dead people in the poem, who "scratch with dead 
hands / on flint gates." In this context, the figure of St. Christopher symbolizes the 
valor and energy needed to surmount impossible obstacles. This explains the 
manner in which he moves forward in the drawing. 

As he did always, the poet gave these figures a meaning parallel to the one 
assigned to them in his lyrical work. But he {is far now from the childlike style of his 
carly drawings, where he delicately traced the images of a rustic book of saints. By 
1929 he remembers the way he looked at things as a child, evoking himself at the 
age of 12 in"1910 (Intermezzo)": 


Those eyes of mine in nineteen-ten 

Saw no one dead and buried, 

no village fair of ash from the one who weeps at dawn, 

no trembling heart comered like a sea horse. 

|...) Those eyes of mine on the pony’s neck, 

on the pierced breast of Santa Rosa as she sleeps, 

on the rooftops of love, with moans and cool hands, 

on a garden where cats devour frogs. 

|...] Don't ask me any questions. I've seen how things 

that seek thetr way Jind their void instead. 

There are spaces that ache in the uninhabited air 7 
and in my eyes, completely dressed creatures -no one naked there! 


eS eae 


; WW 

ue Simon and Steven F, White, tr., in C. Maurer, ed., Poet in New eee 
ork, Farrar, Straus and Giroux, 1988, p. 9 
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52. St. Rose of Lima. Madrid, ca., 1923. (Cat., 360.2) 
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53, Holy Pilgrim. Granada, 1926. (Cat., 66) 
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54. Float of 
the Virgin of 


Sorrows, 1924. 


(Cat., 65) 
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56. Torment of St. Joseph the Patriarch, 1928. (Cat. 142) 
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58. St. Raphael. Granada, 1928. (Cat., 234.2) 
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59. St. Christopher, ca. 1929-32, (Cat, +183) 
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61. St. Michael 
in Granada. Santiago de Compostela, 1932, (Cat., 244.4) 











62. Lucifer, ca. 1935-36. (Cat., 206) 
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63. St. George 
and the Dragon. 
Granada, 1927. 

(Cat., 96) 





VI 


GYPSIES AND SAILORS 


In 1931 the French Hispanist Mathilde Pomés visited Lorca in his apartment in 
Madrid. Taking advantage of the poet's momentary absence, she jotted down certain 
details of his workroom. According to her notes, which she used years later in an 
article, Lorca had the following on his worktable: 


A large box of colored pencils, which he uses, no doubt, Jor his 
sketches. One of these, which is unframed and tacked to the wall, 
is a naive rendering of some sailors in front of a tavern. To the side 
is asmall drawing by Picasso and a framed painting by Dali. On the 
upright piano are Mozart's Don Giovanni and Pedrell’s Cancionero 
popular (Popular Songbook). Some old copper utensils and two 
tapestries from the Alpujarras region with bright folk colors in violet, 
black, and red on a white background bring my inventory to an end, 
Jor my host has reappeared and does not allow me to go on taking 
notes. 


This enumeration, which also mentions books like the Bible, The Divine 
Comedy, and the Chinese Poems of Arthur Waley,' gives us a sense of Lorca’s 
creative milieu. It ranges from the highest names of world art -Mozart, Dante, 
Fernando de Rojas, the poets of ancient China- to the humble presence of the oral 
tradition of poetical and musical Spain, represented by the Cancionero musical 
popular espanol of Felipe Pedrell. The enumeration covers literature religious and 
profane, but also music, painting, and even copper-working and fabrics. As for 
painting, Lorca seems to have hung in his Madrid apartment, along with the 
reproduction of a work by Picasso, the early Nude presented to him by Dali. In his 
parents’ home in Granada he had hung the Still Life which Dali had given him in 
1925. The selective mixture of the ancient, the classic, and the modern from diverse 
artistic realms is an indirect indication of the subsoil on which Lorca’s art is 
founded, and of the type of sensibility which he had inherited from the examples, 
both as men and as artists -of Manuel de Falla and Juan Ramon Jiménez. One also 
senses the intellectual legacy of Spain’s liberal Instituci6n Libre de Ensefanza, by 
way of Alberto Jiménez Fraud and the Residencia de Estudiantes. 

The drawing mentioned by Mathilde Pomés, a drawing Lorca would later 
present to her, shows three sailors, each of a different race (white, black and 
Chinese) surrounding a cabin boy with feminine features (cat., 179). The sailor in 
the center is embracing him. This drawing is dated at the moment Lorca gave it to 
Pomés in 1931, but perhaps it was done earlier, in New York, when Lorca came face 
to face for the first time with a racially complex society. In any case, it clearly 
resembles the New York drawing Couple: Man and Young Sailor (cat., 163, fig. 77). 
In the Pomés drawing, the urban scenario has been replaced by the more realistic 
background of a port; the same sort of port that is present in verses and poems of 
Poet in New York. 

Clowns, sailors, and gypsies are an essential part of Lorca’s lyrical 
iconography, and together they form a series with its own special features. In 
Lorca's early work, especially in the work done in Granada and Catalonia (1925- 
1928), it is the clowns who predominate, and a bit later, the figures of gypsies and 
sailors, The young gypsies with huge eyes will arise in connection with the Gypsy 
Ballads (1928), when Lorca illustrates various copies of the book, and they will be 
found throughout his later years in dedications or manuscripts of the Ballads. The 
sailors appear a little earlier, e.g., the Sailor for the Magazine “Litoral (cat., 97, fig. 
65), dated in 1925 and used on the cover of the third issue of that great poetry 





1M. Pomés, "Une visite a FGL," Le Journal des Poetes, 5 (Bilbeek-Bruxelles, 1955). 








journal of the Generation of 1927, edited by the poets Manuel Altolaguirre and 
Emilio Prados. 

The figure of a nineteenth-century brigand with a conical hat and (known in 
Spain as a sombrero calanés), chin strap and a blunderbuss in one of his hands is 
found in the same issue of Litoral (cat., 81), giving rise to Lorca’s series of 
Andalusian figures, the series that will culminate in his gypsies. In creating this 
brigand figure, which has already taken shape in the copy of the Gypsy Ballads 
which Lorca dedicated to his friend Emilia Llanos (cat., 234.3, fig. 67), the poet 
reveals traces of a certain Romantic inheritance and of his taste for the engravings 
of the nineteenth century. His Andalusian characters are often seen as "busts,” as 
though "posing" for a portrait, decked out in traditional costume that seems to have 
survived into the twentieth century. There is, in fact, a portrait taken by the 
photographer Ayola (a name the poet used in his comedy set in Granada, Dona 
Rosita the Spinster) of a gypsy king from Granada with the resonant nickname of 
Chorroejumo.? Lorca draws the same type of hat (with a single pompon in the 
photo), trousers girded to the waist with a sash, a vest with buttons, a short jacket, 
and a round-collared shirt trimmed with lace. But in contrast to the rough-hewn 
features of the gypsy of the photo, Lorca gives his characters lovely, ephebic faces, 
with eyes of immense pupils. and he converts the fringe on the jacket into a graphic 
adornment evocative of musical notation. He also will humorously contrast the 
slender waist and broad, straight of the shoulders. This permits him to place the 
figure at an angle in the lower right-hand comer of the pages he dedicates in the 
30s. As compared with the sailors, these gypsies show little variation. Lorca treats 
them all in the same manner. They represent the timeless, youthful beauty that 
belongs to the mythic world of the Gypsy Ballads. The verses dedicated to the 
Sevillian "St. Gabriel” reflect the gypsies Lorca would imagine later with pen and 
colored pencils: 


A lovely child, a reed, 

broad shoulders, slender waist, 
skin of a noctumal apple, 

sad mouth, big eyes... 


The meaning of the sailor-figure is more complex, as can be seen from the 
drawing on the cover of Litoral In this sailor, with his wide shoulders and 
melancholy face, we can already see the symbolism of love: the name of his ship, 
the Amor, is inscribed on his cap. To emphasize this, the sailor holds a densely 
petalled rose in his right hand. Illuminating the printed drawing in his own copy of 
Litoral, Lorca colored the flower a passionate red. 

In 1926 Lorca signs and dedicates a sketch with the title Aleluya: The Sailor 
and his Fiancée (cat., 95). The first word in the title allows us to relate the drawing 
to a certain graphic/narrative tradition: the vignettes found in the popular 
broadsides called aleluyas, which were hawked by blind people in village squares 
and marketplaces. These broadsides, a primitive sort of comic strip, combine crude 
illustrations and two-line narrative captions written, for the most part, in rhyming 
octosyllables. One of the aleluyas would give rise in Lorca’s theater to the character 
of Don Perlimplin and to the rhyming title Amor de don Perlimplin con Belisa en su 
Jardin (The Love of Don Perlimplin and Belisa in Their Garden). The image of the 
sailor does not necessarily come from an aleluya, but the title of the drawing shows 
the poet's interest in that sort of engraving, read by children and by the masses 





The photograph Is reproduced by Antonio Gallego Burin in Granada, Guia artistica 
e histérica de la ciudad, ed. F.J. Gallego Roca, Granada, Don Quijote, 1982, p. 360. 
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as a child. 
and the early twentieth when Lorca Ww; 
i ar art and tradition were much discussed and 


f other 
this in his own poetry and in that o! 
ae try magazine published in the 20s 


during the nineteenth centu 
Lorca lived at a moment when popul 
praised: there are numerous signs 0} 
writers of his generation. Not surprisingly, a poe 


was entitled Papel de Aleluyas (Aleluya Paper). Fae 
That same year, 1926, Lorca made a more complex, ambitious drawing: The 


Young Man and His Soul (Poem of Baudelaire) (cat., 94, fig. ee Her eee 
embodies itself with a phantomlike unfolding of closed eyelids. The sou wae 
a rosy-cheeked, wide-eyed young man, surrounding him with its anne Pee 
to trap him. The sailor suit worn by the young man lacks 5 ae ara 
development we find in later drawings, but it suggests the symbolic cl Soeriee i 
this figure. The young man transmits the mythic conception of human aed 
navigation, voyage and route, or adventure in freedom. Like a backdrop of pi 
spirit, a strong weft of violet strokes surrounds the double image of the young man, 
who {s attentive to the world. One cannot help but remember Baudelaire’s famous 
verse: "Homme libre, toujours tu chériras la mer!” , 

The image of the sailor returns with great force during Lorca’s stay in New 
York in a very peculiar sketch: Couple: Man and Young Sailor, from the collection 
which Lorea gave to his friends the married couple Amelia Agostini and Angel del 
Rio. In the colorful sketches done in New York, Lorca tends to create scenes of 
much greater complexity than in previous works. Within his New York production 
this drawing is exceptional, for it directly addresses the theme of homosexuality. 
But it also inherits certain features from works like Legend of Jerez (1927), features 
found throughout the long series of pierrots, sailors, or gypsies with a tavern or 
wine shop in the background. Essentially, this type of drawing presents a 
foreground with a single, human figure. In the background is a "curtain" of houses 
or a wall where a tavern is signified by inscription. Often, as in Couple, Lorca 
accompanies the inscription with a bottle and glass of wine above a door with an 
open curtain, pulled back to one side. 

In this case, the presence of the tavern is a merely decorative element. What 
enlivens the scene is the relationship between the three characters. In the 
foreground, seated on a quadrangular red stool, is a man whose virility Is 
emphasized by his dense hair and black beard and by the hair on his chest and 
hand. The dark, pasty green of his collarless suit further strengthens the volume 
of the body, with its solid arm. Standing or leaning on one of the man's legs is a 
young cabin boy whose feminine features are enhanced by their coloration: a rosy 
face, red lips, eyes lined in red, a mole on one cheek, a flower in his mouth, and 
wavy, stylized hair. One of the man’s hands stands out on the boy’s waist, 
embracing him like a two-fingered pincer. The other hand is relatively realistic. 

The figure of a woman comes to a balcony with her arms stretched wide and 
her mouth open as though in a ery of scandal. She is treated in a schematic way, 
and more attention seems to have been given to the balcony than to the figure 
standing on it. Lorca has united her hands and sleeves, giving her a phantasmal 
air. All that really interests him is the role she plays in the scene. 
= The roofs of the two houses, strongly colored in brown, serve to frame the 
portrait" of the central couple. Despite its irregularity, this portrait recalls the 
perspective of a photograph, and this intensifies Lorca’s totally ironic vision. And 
yet Lorca's festive irony ts tempered by the severity of his dominant colors, 
oat Ree trees correspond to the two characters in the 

( ranadan atmosphere of the sketch. Note the 
reiteration: two cypress trees, two houses, two doors, two windows, but onl: 
shouting woman. In this stylized Andalusian scenario, more Tural ithe ee ite 
masculine couple creates a dissonance emphasized by the attitude of th ate 
on the balcony. The dissonance is born from the very presence of the ane 
place without any reference to a seaport. All of this shows the symboli ae 
of the prototypical sailor figure. Both this sketch and the Brea Ss 
Pomés refer clearly to homosexual love. Sven to Mathilde 

In contrast to the complex image of the sailor found in Lorea’s 

Ne 
drawings we find these suggestive, desolate words, from one of his mete: 


From the ports the rumor of accordions comes 
soapy splashing of the docks. From the moun 
of silence eaten by the shepherds. As Sor us 
distances. And what fathomless distances, 
mountains : 


tous, and the turbid, 
tains comes the plate 
we hear only our own 
with no ports and no 


Those distances with no exit and no horizon are the ones Lorca will five to th 
ie 





“From a letter to the Cuban writer José Maria Chacén y Calvo. Epistolario, | p. 116. 
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sailors he draws in ink during his stay in Buenos Aires in 1933-1934. It js there 
that he illustrates a brief book by the Mexican poet Salvador Novo, Seamen Rhymes 
witha title that causes him to create images of sailors (cat., 289.4 and 187, figs, 73 
and 74). He also illustrates with sailor motifs and other graphic works a book by 
Ricard E. Molinari, El tabernaculo (The Tabernacle) and traces a graceful, morbid 
image of the same type (cat., 290.6, fig. 64) for Pablo Neruda’s book Paloma por 
dentro, o sea, La mano de vidrio. Interrogatorio en varias estrofas (Dove Inside, or 
The Crystal Hand. Interrogatory in Various Stanzas). These figures are drawn with 
a certain elegiac or funereal trembling. They are drawn from a distant shore. One 
{s not sure whether it is that of death or that of the absolute loneliness of love, Jn 
this series, attention centers on the face. Only the head is shown or, at most, the 
upper part of the character, never the entire body. All of the figures are 
freestanding, with no background and without regard for scenic or decorative 
elements. They are transparent in their pure meaning. Their eyes appear empty, 
without pupils. Sometimes the eyes are simple slashes, compact and black. Thus, 
for example, the Bust of a Sailor with Arrows (cat., 289.4, fig. 73), whose mouth {s 
crossed by a second mouth that lets down a delicate tangle of veins, a mottf well 
known from the New York drawings. On the ribbons of the cap in another drawing 
the poet has written the key word, AMOR/LOVE, in wordplay appropriate to Novo's 
bilingual book. The Nerudian sailor has a floral stem that pierces one of his eyes 
and falls across the face towards the chest. In Rua das Gaveas (cat., 292.4, fig. 75), 
which takes its name from a certain street in Lisbon, alluding to the amorous story 
Molinari refers to in The Tabernacle, bleeding branches and a huge severed hand 
form part of the complex, tragic scene. The Argentine poet had written, in a tone 
consistent with Lorca’s drawings: 


I would like to be as happy as a naked foot on a beach; 

as an oar before the sea; 

as the deathly ribbon on a sallor’s cap; 

as the cypress leaf that marks off the horizon for the statues; 
as the sleep of the Condestable de Castilla in Burgos Cathedral; 
as the leaf and wreath of the laurel; 

as your leaden shadow, sleeping among columns and fish; 

as happy as the deserted air.* 


A final figure shines in this constellation of sailors: the Sailor from the “Amor” 
(cat., 188, fig. 76). He too bears the name of a ship plowing unreal waters towards 
the isle of Cyprus. As in the self-portraits, Lorca contrasts thick lines (made by 
pressing down hard on the nib of his pen) with others that are delicate and 
deliberately tremulous. The thicker lines trace the outer contours, the lateral locks 
of the hair, and the thick eyebrows. The delicate ones create a welt of curving forms 
that give rise to an imperceptible ruff around the neck, the "new" arms, anda heart 
where there fs a small Patriarchal cross rising from two little branches. Thanks to 
the forcefulness of India ink on rough white cardboard, Lorca is able to create this 
double image. The play of thick and delicate lines gives the drawing a spiritual 
meaning. The procedure is as simple as it {s efficient. The parallel images suggest 
the double plane of reality and inner transfiguration that Lorca alludes to frequently 
in his later drawings, when his poetic thought is fixed on the experience of death 
and the mystery of human existence. Beneath one of the sailors drawn for Neruda’s 
book, a sailor whose huge lapel is flecked with tears or drops of blood, we find the 
words: "Only mystery makes us live. Only mystery." 


ee eee 


4 
Pps alts Bl taberndculo, Reprinted in Ricardo E. Molinari, Las sombras 
an 0, Obra poética (1923-1973), Buenos Aires, E] Mangrullo, 1974: P: 
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64. Sailor for 

the poem "Material 
Nupeial". Buenos 
Aires, 1934. 

(Cat. 290.6) 





65. Sailor from the Magazine "Litoral’, 1925 and 1927. (Cat., 97) 








66. The young 
Man and His Soul 
Granada, 1926. 
(Cat., 94) 
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PRENDIMIENTO DE ANTONITO EL CAM- 
BORIO EN EL. CAMINO DE SEVILLA 





A Margarita Xirgu. 


th Moon Above. Havana, 1930. (Cat., 240.6) 


68. Bust of Antonito el Camborio wil 





69. Andalusian Gypsy and Moon with the Name of Corina. 


Montevideo, 1934, (Cat., 251) 


70. Andali 











sian Gypsy in Front of a Wine Shop. Madrid, ca. 1935. (Cat., 264) 


119 


120 











1 
"ROMANCE DE LA LUNA, LUNA 


m Conchita Garcia Loros. 
Yes | \y arse aes a a 
fom & aboks ne | a. Cun Je. sy m 


\ 





J 


71, An 
dalusian Gypsy under a Sleeping Moon. Buenos Aires, 


1934, (Cat,, 257) 
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72. Sailor from the "Moreno", 1934, (Cat., 192) 
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73. Bust of 

a Sailor 

with Arrows. 
Buenos Aires, 1933. 
(Cat., 289.4) 
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75. Rua das Gaveas, Buenos Aires, 1934, (Cat., 292.4) 


124 





76. Sailor from the "Amor’. Buenos Aires, 1934. (Cat., 188) 





77. Couple: Man and Young Sailor. New York, 1929, (Cat., 163) 
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78. Andalusian 
Gypsy beneath 

the "Ballad 

of the Moon, Moon". 
Montevideo, 1934. 
(Cat., 377) 
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SEQUENCE WITH SELF-PORTRAITS 
IN NEW YORK 


One sign of Dali’s influence in Lorca’s work is the recurring theme of the double. 
That theme may be traced back to Picabia, but perhaps it also arose from Lorca’s 
own being; from the natural concerns of one who was, at the same time, a poet and 
playwright. Dali’s influence {s obvious in a truly extraordinary composition like The 
Kiss (1927, cat., 115, fig. 79), which was probably shown at the Galerias Dalmau 
under the title Kiss in the Mirror. In this drawing Lorca utilizes the red shadow and 
"doubling" of figures that have been noticed in works by Dali like Still Life: Invitation 
to Dream, where Lorca is portrayed, or in two pictures in the manner of Picasso, 
Still Life Under a Mauve Clair de Lune and Homage to Erik Satie, both painted in 
1926, where the heads of Lorca and Dali seem to be superimposed. The same 
technique appears in many other Dali drawings and paintings of the period. From 
the external silhouette of shadow in The Kiss comes the silhouette which will define 
the head in the complex drawing entitled The Torment of St. Joseph the Patriarch 
(1928, cat., 142, fig. 56). There is a trace of the same technique in Bust of a Dead 
Man (cat., 285, fig. 86), used as an illustration in the first edition of Poet in New 
York, as well as in the small, bearded head of the Man Taming a Fabulous Beast 
(cat., 164, fig. 91), 

The Kiss, then, offers affinities with certain paintings of Dali, where the central 
figure is surrounded by a silhouette of shadow, sometimes in red. Over the central 
figure in The Kiss, Lorca has superimposed a transparent face, whose mouth is 
Joined to that of the figure, brushing against his lips. The red of the silhouette 
comes through the pupils of the large eyes and {is duplicated in the neck and tie of 
the man whose face is transparent or erased. What this seems to suggest is the 
identification of the truncated shadow (that of the poet himself?) and the 
transparent face, and an amorous mingling with the central figure. Once again, 
Lorea has taken a plastic suggestion from the painting of Dali. At the same time, 
he is learning to explore, as he will in the self-portraits, the representation of the 
human face, 

Despite the schematic nature of part of the face, The Kiss is also one of Lorca’s 
rare attempts to do a realistic portrait. One senses still another kind of searching 
in the sequence of drawings made during the poet's stay in New York (1929-1930). 
This was a period of disturbing self-portraits with beasts: a period when Lorca is 
Projecting, in the poems of Poet in New York, a negative, apocalyptic vision over the 
city that symbolizes the moder world. 

The self-portraits with fabulous beasts can be dated between 1929 and 1931. 
All the extant ones are distinguished by the schematic, phantasmagorical synthesis 
-as though from the far side of life- with which Lorca imagines their defining 
features: a large ovoid head, empty eyes (drawn as trembling slits), the absent 
mouth and nose, and little moons which replace the real lunares (moles, beauty 
spots) on his face. The torso is usually reduced to lines that travel through the 
center of the drawing and climb to their termination in unusually fragile hands. The 
hands are sometimes raised in a gesture of fear or self-defence. The thread-like 
arms rise to the face, as though the figure were frightened. The powerful head, thick 
eyebrows, and moles were characteristics of the poet. But Lorca’s stylizing 
intentions are apparent everywhere, even in the numerology of the facial spots: 
there are seven of them in various self-portraits. 

These characteristics are not always present. For example, the drawing 
entitled Self-Portrait with Flag and Fabulous Beast (cat., 174, fig, 82) {s a full-length 
rendering of the poet, and in the faces of some of these self-portraits the tiny moons 
yield to simple spots that correspond to the moles on Lorca’s own face. Particularly 


——————————— 


‘See R. Santos Torroella, op. cit., p. 95, and the paintings reproduced and 
commented upon there. 








noteworthy is the fact that in all of the known self-portraits (except for the one 
reproduced in the magazine Ddooss in 1931 [cat., 170], apparently the last in this 
series), the poet figure is accompanied by one or more animals of unknown origin: 
strange beasts that can only be ascribed to a fantastic bestiary. These animals 
make their appearance in one of the drawings most frequently reproduced, the Self- 
Portrait in New York (cat., 171, fig. 84), where four animals surround the real face 
of the poet, who stands before a panorama of buildings. In this sketch three of the 
animals have manes, without being horses, and the fourth has a monstrous head 
and five legs. There is another, later self-portrait, unrelated chronologically to the 
ones discussed here, but assigned to this series on account of its essential 
similarity (cat., 278.1). Lorca drew it next to his signature upon inscribing a copy 
of the Lament for Ignacio Sanchez Mejias (1935). 

It would be possible to classify these animals iconographically by studying 
their fantastic physiology: the presence or absence of claws, a trunk, long hair, 
mane, oblique eyes, mask, etc. But it will suffice here to observe that Lorca 
distinguished between two essential types of fabulous beasts: those which possess 
a muzzle and mouth and those which possess only a trunk, where the mouth is not 
drawn. Both types appear, clearly differentiated, in two color drawings made in New 
York, and both appear to antedate the series of self-portraits. One is Fabulous Beast 
Approaching a House (cal., 166, fig. 89) and the other is Vase on a Roof (cat., 165, 
fig. 88). These two drawings, along with two others produced in New York -Man 
Taming a Fabulous Beast and the one which appears to be the second version of 
The Death of St. Rodegunda (cat., 162, fig. 87)- are the ones which seem to give rise 
to the series defined by the presence ofa fantastic animal. It is clear, then, that this 
"series" in its totality is not confined to the self-portraits. In fact, it extends to a 
fifth, independent drawing, Whore and Moon (cat., 176, fig. 83), of unknown date. 
All of these drawings form a chronological continuum: one can deduce from the few 
facts at our disposal that they were composed around the same time. 

It is obvious, however, that the self-portraits with animal figures form an 
autonomous, well-defined series of their own. We can consider this series to be 
"framed" or accompanied by the other color drawings just mentioned, almost all of 
which are of exceptional quality and of great importance in the poet's works. In all 
these drawings one finds the same animal figure or a similar one. The strange 
beasts that appear in the drawings known to have been done in New York 
sometimes look rather like lions, as in Fabulous Beast Approaching a House or the 
titled version of The Death of St. Rodegunda, or Man Taming a Fabulous Beast, 
where one is reminded of the lion rampant, much transformed here, of heraldry. 
And yet what defines that fantastic beast is the polymorphic nature of its features. 
Vase on a Roof occupies the back of a photo of the poet from 1926 or 1927. The 
unusual support may have influenced the peculiar features of the animal drawn by 
the poet, e.g., the bleeding wound on its flank: allusion to an archetypal image, the 
mystic Lamb. At the same time, the trunk of this animal (and others resembling it) 
recalls the snout ofa sea horse. Perhaps the animal was, in fact, suggested by asea 
horse, a hypothesis supported by certain well-known lines from "1910 (Intermezzo)" 
in Poet in New York: 


Those eyes of mine in nineteen-ten 

saw no one dead and buried, 

no village fair of ash from the one who weeps at dawn, 
no trembling heart comered like a sea horse.* 





2Greg Simon and Steven F. White, tr., Poet in New York, ed. cit., p. 9. 


In reality, only the snout would have been suggested by ae aad aa 
resemblance ends there. But perhaps the two {conograp) a self with the 
mentioned -mystic Lamb, sea horse- suggest the poet is identifying a Sine eael 
beast. What is clear, once again, is the polymorphic nature of the anim i Be 
has invented, and the characteristic absence in these drawings of a pee 
iconographical uniformity (the motifs in Lorca’s literary work ae A Has an 
polyvalent quality). Informing me series is the metaphysical and religious angul 

t underlie all of Lorca’s work. 
3 Lorea sometimes gives his fabulous beast a crest, horns, or a mane, Be a 
three of the self-portraits it has human-looking hair. In one of the drawings, a 
Portrait Embracing a Fabulous Beast (cat., 175, fig. 80), the animal not only has 
wavy hair combed backwards on his head, but appears to be defined by several 
Ictters in which one can reconstruct a name: RRaaFAE(L). Another animal, the one 
shown in Whore and Moon, is surrounded by an arabesque of interlacing lines that 
die in a black half-moon. Before they do so, the lines play graphically and verbally - 
the sort of play one finds in children’s stories -on variants of the word puta (whore): 
Pota, Pita, Peta and Pata. Perhaps this drawing, which resembles a calligram, is a 
final, tragic-burlesque synthesis of the series where a fabulous beast is present. It 
picks up stylistic traits from the self-portraits, but does away with the human 
figure. The animal, which {s colored the same shade of red as the lion-like animal 
of Fabulous Beast Approaching a House -the red of the titled version of The Death 
of SL Rodegunda- has a small snout anda four-pointed crest, with claws on one of 
its hoofs. 

In three of the color drawings already mentioned, Fabulous Beast Approaching 
a House, Death of St. Rodegunda, and Man Taming a Fabulous Beast, we find what 
are probably the first mages of Lorca’s arbitrary zoo. In all three cases, there is a 
striking characteristic: the face is presented from the front while the jaws are seen 
in profile (notice also the doubling of the head in the first two drawings). A 
characteristic as precise and curious as this one would seem to have been inspired 
by a model. It is not possible to identify any single, specific source, but among the 
medieval beatos (monks, holy men) who portrayed apocalyptic visions, one finds 
enough fantastic beasts to suggest a hypothetical source. Some of these beasts have 
the characteristic just mentioned, e.g. the three monsters on folio 96v of the Beato 
of the Escorial, with wings and a woman's tresses; the infernal locusts in the shape 
of horses on folio 129 of the Beato of the Sco de Urgel; or the exceptional beast from 
folio 72v of the Beato of Facundo.° The sort of claws that Lorca adds to his animals 
in some of the self-portraits, as though he were adding a beard to the lower part of 
the hoofs, might well be traceable to the same source or to another, similar one. 
Claws like these are found In the second and third miniatures mentioned. In fact, 
they appear in a good many miniatures of fantastic animals. As for the allusion to 
the mystic Lamb in Vase on a Roof, the same animal is present in the biblical 
Apocalypse and in the illustrated commentaries on the Apocalypse by the beatos, 
where it appears without the wound on its flank (the wound belongs to a later 
tradition). 

In view of all this, it seems likely that Lorca had direct knowledge of the 
disturbing, imaginative representations of Mozarabic art. Perhaps his retina had 
retained similar scenes from Romanesque frescoes. The aesthetics of the avant- 
garde, which devoted much attention to primitive painting, would have helped Lorca 
appreciate that pictorial world. In a certain composition of Poet in New York, 
“Landscape with Two Graves and an Assyrian Dog," we find the verse "The horse 
had an eye on its neck," and remember the bodies, sown with eyes, of the beasts 
appearing in several of the sources indicated. We should also remember that the 
poet was probably familiar with Catalan Romanesque painting.* In any case, thi 
beatos would have offered him a large enough sampling of menacin, ie 

8, evil-looking 
animals to wound his imagination forever. This would not be unusual fora poet lik 
Lorca; we know that he used to take notes on loose sheets of paper of then : 
he had observed in the portico of a church; that he quoted from the A, ‘I cae 
his first published work, Impressions and Landscapes (1918), and nie cases 
with great interest the museums of New York. ‘ aurewelted 

By means of the self-portraits and of other stylis' B 
explores a world of deep terror. As in the New See eE ay Peyote 
descend towards a nocturnal world inhabited by figures from beyond the ates 





“The first and third images are reproduced in Henri Stier 
y el arte mozdrabe, Madrid, Editora Nacional, 19: 
commentary. The second image is found in the 
Europalia 85 Espana, 1985, p. 57. 


lin, Los beatos de Liébana 
83, pp. 63 and 98, with 
catalog Los Beatos, Madrid, 


“For other sources and arguments, see m: 
. article, parti Fj 
Jos autorretratos...," in FGL, Dibujos, caraes nee ally utilized here, "Ronda de 
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ns in Bust of a Dead Man, invaded by sinister plant life, and in 
Two Figures Over a Grave (cat., 177, fig. 92), with its pathetic, funereal lines, or in 
Figure with Bifid Tongue (cat., 164a, fig, 93), which freely defines a menacing figure, 
perhaps death itself, that breaks in from the edge of the paper (the other side of the 
paper was used for Man Taming a Fabulous Beast, one of the best drawings which 
Lorca ever made). The ominous presence of deathly signs -cadavers, severed heads 
and hands, dark, fantastic animals, buildings and skies whose windows or stars 
have been obliterated by numbers- is counterbalanced, in Man Taming a Fabulous 
Beast by the "positive" force that is suggested by dancing and by the evocation of 
circus clowns. But Lorca has taken a gigantic leap from his static clown drawings 
of 1925. The power of his colors and the apparent happiness of the doubled 
clown/tamer cannot hide a domain of anguish and solitude, ruled by death but 
searching for the life of form in the whole series of the New York drawings. 
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79. The Kiss, 
1927. (Cat., 115) 
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80. SelfPortralt Embracing a Fabulous Beast, ca. 1929-31, (Cal,, 175) 


81. Self-Portrait with Fabulous Beast in Black, ca. 1929-31. 








(Cat., 173) 
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82. Self-Portrait with Flag and Fabulous Beast, ca. 1929-31, (Cat., 174) 





83, Whore and Moon, ca. 1929-31. (Cat, 176) 
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84. Self-Portrait in New York, ca. 1929-1939, (Cat., 171) 











ee 
ALMA 


Mons Ck 


85. Rose 

of Death. 
Buenos Aires, 
1934. 

(Cat., 291) 
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87. Death of St. Rodegunda?. New York, 1929. (Cat., 162) 
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88. Vase on a Roof. New York, ca. 1929-30. (Cat., 165) 
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90. Young Man and Pyramids, New York, ca. 1929-30, (Cat., 168) 
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92. Two Figures Over a Grave, ca. 1929-1931. (Cat., 177) 
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93. Figure 
] with 
Bifid Tongue. 
1 New York, 
- ca. 1929. 
e (Cat., 164a) 
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ABSTRACTION OF THE LINE 


At a period when poetry and painting were identified more closely than ever and 
their conceptual borders were being erased, and at a moment when Dali praises 
Picasso as the greatest living poet, Lorca begins to conceive “linear poems," i.e. 
drawings which he defines as poems. This is what happens, for example, with 
Wounded at Dawn (cat., 129, fig. 98), which he sends to the Uniguayan painter 
Rafael Barradas in a letter of August 1927. Lorca has just returned from Barcelona, 
where he has exhibited his drawings at the Galerias Dalmau. He is also carrying on 
an intense correspondence with Salvador Dali and with Sebastian Gasch, to whom 
he sends numerous drawings. To another friend, that same summer of 1927, he 
has sent a drawing entitled Harlequin (cat., 126). Beneath the drawing he writes: 
"Poem of Federico Garcia Lorca." 

Lorca’s letters to these three friends acquire a different emotional and 
intellectual coloration according to his vision of each of them, The exemplary 
Barradas, who {is struggling to continue painting despite serious economic 
difficulties, strikes Lorca as representative of the group effort being carried out by 
his Catalan friends. Barradas seems a heroic embodiment of Lorca’s concept of the 
social mission and responsibility of the "true" artist. A certain mythical-religious 
image of that heroism, St. Christopher, the saint who fords rivers, will appear in the 
letter (and in one of the poet's drawings years later). The brief, friendly letter to 
Barradas casts light on the poet in his creative intimacy: 


(Granada, August 1927] 


Dear Barradas: 

I'm sending you a hug from Granada, and this poem [Wounded at Dawn]. 

I hope it will be well received, for it carries proof of my friendship and 
admiration. 

I'm settling down to work. We'll see what comes of it 

When I retumed from Barcelona, a wonderful group had been formed. 

That group should not disappear -if it did, true art would be left helpless, and 
people would parade it up and down the Ramblas trying to get it to spill its guts of 
gold, gold which it doesn’t have. 

I hope you will go on fording the river, as valiant and austere as St 
Christopher. 

My affectionate regards to your family, and please say hello to your friends. 

And for you a big hug from your friend 

Federico! 


Were it not for Barradas’ reply, we would be certain that Wounded at Dawn 
was a lost or unknown poem. Lorca had explained to Gasch: "When a matter is too 
long or its emotion has become too trite for poetry, I work it out with colored 
pencils. This amuses me and cheers me up in an extraordinary way." And he adds, 
apropos of some drawings which he has sent: "These drawings are, at the same 
time, pure poetry or pure plastic expression.'? Lorca tries to suffuse his graphic 
works, whether or not they are in color, with a lyrical emotion similar to the 
emotion which gives rise to his poetry. Rooted in Cubism, his stylization acquires 
a spiritual content, or spiritual aspirations, as he tries to reduce his models to 
something purely schematic. He tries to search for the depths, the reflections of the 





‘Letter and drawing in Raquel Pereda, Barradas, Montevideo: Galeria Latina, 1989, 
pp. 208-9 and 211. 1 have transcribed the former from a photocopy of the 
manuscript, in the Fundacién FGL. 


*Epistolario, ed. cit., Il, pp. 74 and 81. 


"inner life" of the model. For Lorca as draftsman, reality is not purely objective. It 
has, as he observes in his lecture on the Baroque poet Luis de Gongora, "its planes 
and orbits."* A vase, the same as a clown or a portrait, unfolds itself or projects 
itself in planes or vibrant shadows that suggest its ultimate reality. Wounded at 
Dawn, like Peacock (cat., 131, fig. 100), Bullfighter from Seville (cat., 132, fig. 105), 
Drowned Harlequin (cat., 137, fig. 101), and other drawings are all manifestations 
of this aspiration. Sent to a painter who was a close friend, Wounded at Dawn 
probably alludes to a theme Lorca is obsessed with in his poetry: death at dawn, 
the agonic edge of time, but death from the wounds of love, those which do away 
with Don Perlimplin, who is "wounded by fleeting love" in Lorca’s play, or the death 
of the anonymous protagonist of the ballad "Dead of Love." Like the “poem” that it 
is, the drawing has been titled with deliberation. 

From the domestic "athenaeum" of his own house, where he used to meet with 
the group he calls "The 14," the cordial Barradas answers Lorca: 


ATENEILLO [sketch of a Pegassus on wheels] HOSPITALET 
{Hospitalet de Llobregat, late August, 1927] 


My dear, admired Federico: 

Treceived your letter and the magnificent lovely poem Wounded at Dawn. 

The poem tells me much that I can hardly express. It gives me goose flesh 

When he returs your drawings our friend Dalmau will send you a drawing of 
mine which I will have the pleasure of giving to your mother as a gift- 

"The Boy with Green Hair” 

Very soon "The 14" will gather to eat. I wrote Sebastian Gasch yesterday and 
told him about Wounded at Dawn, and I'll call him so that he can look at it on the 
Ist of the month, and then we'll write to you and Dali. 

Affectionate regards to your parents and brother, whom I will never forget. 

A big hug from your friend who loves you as much as he admires you, 


Barradas* 


When he calls the drawing a "lovely poem,” Barradas is not only accepting 
Lorca’s concept, he is entering the circle of connotations that, for Lorea, surround 
the work of creation. And about creation, there is nothing tragic, nothing serious. 
In the lecture on Géngora, Lorca speaks (in a tone that sounds superficial and 
remote from us) of "the enchanting play of poetic emotion.” The artistic work causes 





3"The Poetic Image of Don Luis de Gongora," in C. Maurer, ed. and tr., Deep Song 
and Other Prose, New York, New Directions, 1981, p. 66. 


4Facsimile and transcription of the original in Antonina Rodrigo. Garcia Lorca en 
Cataluna, Barcelona, Planeta, 1975, pp. 134-135. I have corrected several errors 
of transcription. The letter suggests that Dalmau, owner of the galleries, sent Lorca 
by mail the drawings which had not been sold, or given away, at the exhibition in 
Barcelona. Towards the end of August, Lorca sent Barradas another letter with 
another, unknown drawing. "My dear Barradas: / A thousand thanks for your 
lovely drawing of Saris [2], which has the rotten life of a dream cemetery. / And a 
thousand thanks from my mother for your charming, sensitive "Boy with Green 
Hair,’ who is sadder than a child looking at a store window filled with rocking 
horses. / Remember me on the Ist of the month. / Regards to your family. And for 
you a hug anda sketch from your friend, who loves and admires you. / Federico.” 
R. Pereda, op. cit., p. 211. I have transcribed from a photocopy of the manuscript. 
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joy, delight, amusement, and partakes of the "sporting" optimism that one ae 
the new art defined by Ortega y Gasset in The Dehumanization of Art (1925). _ 
In Lorca we find a certain willful complacency -a certain coquetry, even- will 
the critical commonplaces that surrounded him. Later on he would feel SESE 
define his attitude in public statements and interviews, like the statement he me 
for the anthology of Gerardo Dicgo, Poesia espanola (1932). It is there ee 
affirms that if he is a poet by the grace of God, or the devil, he is also a poet by 
grace of technique and effort, and by having an accurate idea of what a poem cE 
And yet, a halo of dramatic shadow surrounds his creation, right from the 
beginning, even in those poems or drawings that seem most cheerful. This does not 
prevent some of them from having a burlesque or humoristic quality, as occurs in 
Theorem of the Vase (1927, cat., 109, fig. 95). Here he combines certain abstract, 
descriptive elements of the female body with others from the typical costume of the 
"Spanish Lady." The metaphor of the vase is set up through a line suggesting 4 
woman's veil or mantilla of madronnas. The same line subtly suggests a naked 
body. The sex organ and pubic hair anticipate Lorca’s drawings of Venus: drawings 
that are fused with the representation of the vase in this geometrical-plastic game. 
In the lecture on Gongora, Lorca declares knowingly: 


A poet must be a professor of the five bodily senses, in this order: 
sight, touch, hearing, smell and taste. And in order to master the 
most beautiful images, he must open doors between all of them He 
must frequently superimpose one sensation on another and even 
mask its features. |...] Allimages blossom in the field of sight. Touch 
reveals the quality of the lyrical materials, quality that is almost 
pictorial And the images which the other senses construct are 
subject to sight and touch.® 


As Nadine Ly has noticed, not all that Lorca describes here can be dismissed 
as a proposal for absolute synaesthesia. What we find is a sort of psychomachia 
implying the dissolution of the body into language anda fusing of physiological and 
symbolic elements.° 

As for physiology, we are reminded of the attention which Lorca gave (both as 
artist and as poet) to symbols of the primogenital and instinctual. This path begins 
with the poetry and drawings produced in New York. Belonging to that period, or 
to a somewhat later one, is a drawing one might entitle Sight and Touch (cat., 169, 
fig. 94), a representation of the two senses which the poet considers most 
important. 

The same as in Fabulous Beast Approaching a House, an open eye captures 
the observer's attention. The rim of the eye has been lined in red pencil. But instead 
of Lorca’s usual transparent eyes and faces -of drowned people, statues, or dreamt- 
of beings- a black pupil signals the life and the extreme attentiveness of that 
floating eye, supported by a capriciously wavy line which, at its lowest point, comes 
undone in a tassel of fragile, interlaced endings. The other end of the line climbs 
like an arrow, as though looking for someplace to fasten itself. Here, as in other 
works, Lorca’s drawing recalls photographs of nerve cells and the ramifications of 
the nervous system. The upper eyelids shoot upwards into a thicket of curving 
lines, counterbalancing the one in the lower part of the sketch. To the left of the eye 
is a duplicated plane resembling a window in the air and containing a concentration 
of no fewer than eight hands. The hands arise from the play of interlacing lines: 
tiny, abstract hands, barely insinuated, which seem to long for something to touch. 
Hands which will grow longer, like a floating, feathery tuft on the mask of the Image 
of Death of 1934 (cat., 290.2, fig. 108). Perhaps, while the eye arises from the "field 
of vision" and stares out at the world, touch is investigating the materials which 
sight has observed. Is Sight and Touch a graphic transposition of the words of the 
lecture? 

Whether or not this interpretation is correct, Lorca has grown 
his capacity for abstraction. The play of his lines does Fae ae 
realistic model. One can prove rather easily that some of Lorca’s motifs relate his 
work to that of Dali and of other Surrealists, with their tragic atmosphere of organi 
mutilations, severed heads and hands, and transparent bodies offering a a 
of a complex circulatory system. And yet Lorea’s drawings seem to want to ex eae 
an order that is more spiritual than physiological, more the expression of an i 
world than of the world of cold, pathetic objectivity captured by the delirious Dali, 





©The Poetic Image of Don Luis de Géngora," pp. 64-66. 


®Nadine Ly, “Lorca y la teoria de la escritura: ‘La 

; Ty, i: imagen poéti 
Gongora’,” in Valoracién actual de la obra de ae reas eS se 
Velazquez-Univ. Complutense, 1988, p. 171. , peerage 
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. Lorca is closer to the lyrical, lineal Miré6 of the exquisite, and sometimes 
SE eaTtnes of the 1920s, like Dog Barking at the Moon, 1924, or The Lovers, 
1928, than to his friend Dali, who is really his opposite in so many essential ways, 
Lorca has shown the same sort of attention as has Miré to the purity of the 
instinctual and sexual, represented through an art of schematic, primitivistic 
reduction. Both artists long for the lyrical abstraction obtained thanks to limpid, 
graceful drawing on backgrounds trembling with color. Without the context of Miré- 
“a Mir who is extremely attentive to the world of poetry -one could never 
understand the Lorca of Sea Breeze (cat., 152, fig. 99), Song (cat., 140 and 146), 
Lips (cat., 290.9, fig. 111), or Face with Two Arrows. A Miré who draws the color of 
his dreams (as he says in one of his paintings) and who conceives calligraphically 
the surface of some of his paintings, as Lorca will in calligram-sketches like Rose 
of Death (cat., 291, fig. 85) and Shit(cat., 201, ig. 1 12), which range from the tragic 
to burlesque. It is hardly surprising that decades later, in 1976, Mir6é wrote and 
drew for a poetry magazine this sentence: "Lorca’s drawings seem to me to be the 
work of a poet, which is the highest eulogy I can give to any plastic expression.” 
Upon signing, Miré undid the letters of his name Joan- forming a vague human 
form with outstretched legs, a form traversed by a huge eye -the letter "o," whose 
pupil forms the dot over the "J." The organ of sight presided fittingly over this wise, 
modest tribute from a lyric painter to a graphic poet. 


_ 


7 
Sce Trece de Nieve, n.s., 1-2 (1976), ed, M. Hernandez, pp. 156-157. 





95. Theorem of 
the Vase, 1927. 
(Cat., 109) 








96. Luncheon. Figueras?, 1927. (Cat., 1 11) 








98. Wounded at Dawn. Granada, 1927. (Cat., 129) 
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99, Sea Breeze, ca. 1927-28. (Cat., 152) 








100. Peacock, 1927. (Cat., 131) 
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102. Amor Intellectualis, ca. 1927-28. (Cat., 154) 
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104. Slavdor Adil. Granada, ca. 1925. (Cat., 83) 
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105. Bullfighter from Seville, 1927. (Cat., 132) 
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106. Terrace and Column, ca. 1 934-36. (Cat., 204) 
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107. Bedroom. 
Buenos 

Aires, 1934. 
(Cat., 290.7) 
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108. Image 
of Death. 
Buenos Aires, 
1934. 

(Cat., 290.2) 
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109. Venus. ( U NI s 
Buenos - 
Aires, 1934, 


(Cat., 290.5) 
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110. Cut Heads 

of FGL and 

Pablo Neruda. 

Buenos Aires, 1934. 

(Cat., 290.10) 
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112, Shit. Calligram, ca., 1934-36. (Cat., 201) 





113. Severed Hands, ca. 1935-36, (Cal., 213) 
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114. Bird Figure, ca. 1935, 1936. (Cat., 205) 
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115. Face with Two Arrows, ca. 1935-36. (Cat., 212) 


170 





116. Face with Arrows, ca. 1935-36. (Cat., 211) 
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117. Guitar, 1927, (Cat., 118) 
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CATALOGUE 
THE DRAWINGS OF 
FEDERICO GaRCcIA LORCA 
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NOTE ABOUT THE CATALOGUE 


This catalogue is based on the one which I prepared for the exhibition of 
Lorca’s graphic works at the Museo Espanol de Arte Contemporaneo 
(=MFAC), Madrid, 1986, on the fifueth anniversary of the poet's death: 
Federico Garcia Lorca, Dibujos [Drawings], catalogue and project of Mario 
Hernandez, Madrid, Ministerio de Cultura, 1986, with essays by Maria 
Zambrano, Santiago Ontanon, Julian Gallego, Lucia Garcia de Carpi, Rafael 
Santos Torroella, Maria Clementa Millan, Marie Laffranque, Patrick 
Fourneret and myself. The abbreviation Dib., used below, refers to that 
catalogue and to the accompanying essays and commentary. Dibujos 
attempted to review all of the documented graphic work, including drawings 
of unknown location. 

In order to bring together the drawings for that exhibition, a team of 
researchers went to work in several cities and countries. Lorea's drawings 
were in the hands of countless private collectors, and a group effort was 
needed. The researchers were coordinated by Manuel Fernandez Montesi- 
nos and by me in Madrid, Barcelona, Granada, New York, Havana and Bue- 
nos Aires; and, in other cities, by the two of us and by Maria Clementa 
Millan, Antonina Rodrigo, Miguel Angel Revilla, Carmen Pinan and José 
Carlos Gallardo. Also collaborating were Teresa Pellicer, Vicente Carmona, 
Christopher Maurer, José Salazar, and two former directors of the MEAC: 
Alvaro Martinez Novillo and Aurelio Torrente. 

No new collection of any importance is now likely to appear. It does 
seem probable that a few unknown drawings, like the ones described here 
for the first time, will come to light. The research involved in the 1986 
catalogue permitted me to identify a number of clumsily executed false 
drawings, probably made in Granada, which have appeared in Granada, 
Madrid, Barcelona, Cadiz, Cologne, Buenos Aires, México and Paris. 

The drawings are ordered chronologically, and, when necessary, the 
dates are deduced from stylistic traits or from external evidence. Certain 
drawings remain extremely difficult to date with certainty. The abbreviation 
ca. indicates an approximate date, and sometimes several years are given. 
In ordering these particular drawings, it is the second year given which 
determines their place in the sequence. 

A second criterion for ordering the drawings is the nature of their 
supports. It seemed wise, for example, to distinguish independent drawings 
from those done in a book or made as sketches for costume or set designs. 

The titles which I have assigned to drawings not titled by Lorca 
himself are given in brackets, and I have added the date and the place the 
drawing was done. This information is bracketed only when not included in 
the drawing itself. In titling the drawings, I have tried to describe, rather 
than to interpret. The measurements are indicated in millimeters, and the 
the height is given first. The catalogue information also includes a 
description of the technique, a transcription of inscriptions found in the 
drawings (with English translation following); a mention of previous 
exhibitions (=Exhib.); of the provenance (=Prov.) of each drawing; of biblio- 
graphy (=Bibl.); and of the collection (=Coll.) to which the drawing belongs. 
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The information on exhibitions is a summary of the dissemination of 
these drawings over the years. For reasons of space, I have combined into 
one all the exhibitions organized by the Fundacion Federico Garcia Lorca 
from 1986 on: the only post-1986 exhibition specifically mentioned is the 
one held at the Casa de Espana, Paris, in 1990. The Fundaci6n has 
organized new versions of the MEAC exhibition in cooperation with the 
following institutions: Academia de Espana, Rome, 1986; Caixa de 
Barcelona (Barcelona, Gerona and Lérida), 1987; Museo de Arte 
Contemporaneo, Caracas, 1987; Museo de Artes Decorativas, Buenos Aires, 
1987; Museo Historico Nacional de Montevideo, 1987; Museum of Modern 
Art, Athens, 1987 and The Spanish Institute, New York, 1987. A traveling 
exhibition was organized later with works from the Fundacion FGL and the 
City of Granada and it was shown in the following places: Theater Esch- 
sur-Alzette, Luxembourg, 1989; Edificio Pallarés, Diputacion de Leon, Leon, 
Spain, 1989; Casa-Museo Jovellanos, Gijon, Spain, 1989; Municipal 
Library, Villeneuve D'Arc, 1990. 

The bibliography concentrates on books and articles which have 
included reproductions of the drawings, rather than analytical studies, 
which have been quite rare until recently. I am not always certain of having 
identified the first publication of a drawing: many were published in 
magazines and newspapers which I have not been able to consult. 

The descriptions of many drawings have been revised from the 
catalogue of 1986, and the bibliographical information has been brought up 
to date, I have also replaced several titles, or rewritten them in the interest 
of precision. My criterion has been descriptive, and I have tried to 
distinguish carefully between those drawings which belong to a certain 
iconographical series but which were done at different periods and show 
different stylistic features. I have also revised the dating of certain 
drawings, in the light of new data and new hypotheses. 

I have tried to give ample information on the provenance of each 
work, including the name of the present collector. Certain collectors have 
died recently, but it has not been possible to contact their heirs, and I have 
simply written "Heirs of...". 

The Salvador Dali Bequest, which now belongs to the Spanish slate, 
has presented a special problem: I have not been able to determine where 
the Lorca material is kept. When I mention "the poet's private collection’ 1 
am referring to the drawings which Lorca kept for himself. Almost all of 
these are in the hands of his heirs or in the Fundaci6n Federico Garcia 
Lorca. The partial reconstruction of that collection has involved identifying 
the drawings from the 1927 exhibition and studying Lorca’s attitude and 
his habits with respect to his own graphic works and his interest in 
individual drawings. That collection has been preserved by the poet's direct 
Fecal, and many of the works were framed and hung in their homes. The 

exhibition" and dissemination of Lorca’s drawings began in this humble 
manner, and continued with public exhibitions and with the work of the 
editors, who are mentioned in the Preface, supra. 


1-53. ['RINCONCILLO" SERIES. CARICATURES, 1923.] 


Iti 
« Exhib.: FGL. Dibujos y documentos, Banco de Snot clear, from a careful reading of Francisco 





Garcia Lorca’ 
Granada, Granada, 1977; Dibwjos, Pundacién Etech aaa, Rae Sa of 
Rodriguez Acosta, Granada, 1986; MEAC, Madrid, them are signed, but all the ones that are signed INDEPENDENT DRAWINGS 
1986, attribute the sketches to Federico. The signature was Z 
¢ Bibl.: Francisco Garcia Lorca, Federico y su mundo, not always done by Federico himself. To make things 
ed. M. Hernandez, Madrid, Alianza, 1986, pp. 107 still more confusing, in some cases the signat: : (1923-1936) 
and 432-33 [English translation, C. Maurer, Jn The 5 aE ae 


seems earlier or later than 1923, as though the poct 
had imitated his own signature as a young man. In 
other cases, the signature seems to correspond to the 
one used in the 30s. One can hypothesize that, by 
signing the drawings years after they were done, the 
poet wished to certify their authenticity. 


Green Morning, New York, New Directions, 1986]; 
Dib., 1-53, pp. 119-125. 





('Rinconcillo” Series, I. Caricatures, 1923.) 


The "Rinconcillo” series takes its name from that of a pec clon paper 


daily gathering (tertulia) in the Café Alameda, * Coll. Miguel Angel de Lapresa. 
Granada, where the poet used to meet with the city’s 
young intellectuals: his brother Francisco, the 
painters Manuel Angeles Ortiz and Ismael Gonzalez de 
la Serna, the literary critic José Fernandez 
Montesinos, the historian and journalist Melchor 
Femandez Almagro, the poet Miguel Pizarro, the 
scholars Antonio Gallego Burin and Francisco Soriano 
Lapresa, etc. To Lapresa Lorca had dedicated a copy of 
his first book, Impressions and Landscapes (1918). 
The dedication gives us a glimpse not only of Lorca’s 
interest in music as a young man, but also of the 
intellectual relationship that existed between the two 
young men: "To my dear, marvelous friend Paquito, 
with all my affection and all my gratitude for his wise 
advice. I would turn this into a long eulogy, but will 
say only one thing in your honor. You have stared 
deep into the enchanted, fragrant soul of Chopin. It is 
you who interpret him with a divine desire for 
blossoming flesh. You are not of this world. May God 





the One and Only fan the flames of the immense love 1. The Glutton. La carpanta. 3. (Diagonal With a Shirt) 

that flows constantly from your strange, musical * 153x105 mm. * 190x140 mm. 

heart...You know how much I love you. Federico.” * Title, upper left, in handwriting ¢ Titled in left margin. 
The 55 caricatures from the "Rinconcillo" series that is not Lorca’s. 

come to us from the heirs of Francisco Soriano. These ¢ Inscr.: jcomial [sic] (She ate!) 


drawings are done on different sorts of paper, with 
many different formats, from a calling card to a piece 
tom from a government tax form. A subscription form 
from the literary magazine Horizonte, edited by the 
poets Pedro Garfias and J. Rivas Panedas, was used 
(conveniently folded in half) for two other drawings 
(nos. 26 and 35). (In the fifth issue of Horizonte, 1923, 
Lorca published his "Ballad of the Three Rivers,” 
which later served as "prologue" for his book Poem of 
the Deep Song). A form used for official university 
communications, with a message to Francisco Soriano 
from the Secretary (of the School of Law?) bears the 
date October 1, 1923. The back of this form was used 
for drawing 46. The same year, 1923, is found in 
many of the caricatures, which were done in a spint 
far different from that of the Romantic dedication 
quoted above. It seems likely that the entire series was 
done that year, as a sort of divertimento in the café. 
Sometimes it {s the world of the university that is 
satirized, as in the drawing devoted to Monsicur 
Troplong, a supposed authority on law. The poet's 
brother Francisco remembered that the nasal quality 
of the name gave rise to a character with a nose 





4. [Monstrous Being with Beauty-Spots.] 


"somewhere between a trompet and a trombone.” 2. [Monstrous Man.] © (55x 109 mm. 
Francisco seems to be remembering two of these eso pos enim: * Signed and dated, with signature 
sketches (10 and 11), * Inscr.: |OhHI. 


from a later period: Federico. 1923. 
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5. El cherelo [meaning of title uncertain). 
e¢ 135x 98mm. 
« Inscr. on the poster: el cherelo. 
© Signed: F.G.L. 


7 


Ni) 


Coe? 


6. |Bearded, Crested Head] 9. 


* 86x71 mm 





7. |Flamenco Dancer with Mustache 


10. [Monsieur Tro, 
and Hairy Arms.] * 154x eee 


* 106x 83mm. 
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8. El Peltido. [meaning of title uncertain] 
e 164x132 mm. 
* Drawn on the verso of a tax form. 
* The title is not in Lorea’s handwriting. 








|Chimerical Figure with Overcoat and Umbrella. 
¢ 131x105 mm. 
* Dated: Granada 1923. 











ISS 


11. (Monsieur Troplong.| 
e Dimensions unknown. 
° Signed: Federico. 
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12. [Man With Flowers in his Hands.} 
* 131x103 mm. 
e Bibl.: Dib., 11, p. 120. 





13, |Bald Singer 
* 131x103 mm. 
* Signed in right margin: Federico Garcia Lorca, 
apparently in imitation of his own early handwriting 
* Bibl.: Dib., 12, p. 120, 


Phenclvrre— 





14. The Prostitute. La Pelandusca. 
¢ (Title not in Lorea’s handwriting.) 
¢ 132x 109 mm. 
* Bibl.: Dib., 13, p. 120. 


to gone 
1) © 4 
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15. [Old Man with Beard] 
* 99x 66 mm. 
* Signed lower right: FEDERICO. 
* Bibl.; Dib., 14, p. 120. 





16. El Remonente, [meaning of title unknown] 
* (The title is not in Lorca’s handwriling.) 
* 99x58 mm. 
* Bibl.: Dib. 15, p. 120. 


17. [Woman with a Flower. 
* 136x98 mm. 
* Inscr. on flower: utu [?]. 
* Bibl.; Dib., 16, p. 121. 





18, [Bearded Character in Skirt] 
* 208x135 mm. 
* Signed and dated by someone other than the poct: 
Federico / 1923. 
* Bibl.: Dib., 17, p. 121. 





19. [Angel and Skeletal Figure.| 
* 123x77 mm. 
* Inscr.; Vobiscum on the wings of the angel, and 
veneno (poison) on the wine decanter. 
* Bibl: Dib, 18, p. 121. 





20. [Nude.] 
* 105x 76 mm. 
* Signed lower right. with signature from a later 
period: Federico, 
* Bibl.: Dib., 19, p. 121. 


['Rinconcillo" Series, I. Caricatures. 1923.) 
© Pencil on paper (unless otherwise indicated). 
* Coll. Eladio de Lapresa. 





re. 


21. [Young Man Weeping.| 
* Ink. 159 x 109 mm. 
* Bibl.: Dib., 20, p. 121. 
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22. [Man tna Nightshirt with a Funnel on his Head.) 
* Ink. 161 x 109 mm. 
© Bibl.; Dib., 21, p. 121. 





Sh | { || Spates 
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23. [Man with a Long Beard and Rooster Tail] 
* 103x 68 mm. 
* Inscr. in ink, in someone else's handwriting: 
Siderico PINTO (Siderico PAINTED [this]. 
* Bibl.: Dib., 22, p. 122. 





24. (Bearded Orator.| 
* 134x94mm. 
* Inse.: mierda! VOT. (Shit! VOT.) 
* Bibl.: Dib., 23, p. 122. 
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25. The Nousavons. El Nousavons 
Title not in Lorca’s handwriting. 
+ 134x 109 mm. 
* Inscr.; jjons!! 
e Bibl.: Dib., 24. p. 122. 


ay 
a& 
EL NUSAVONS 





26. The "It-Wasn't-My-Fault!" El yo no tengo la culpa. 
* Blue pencil on verso of a subscription form of the 
magazine Horizonte. 
* 148x136 mm. 
* Bibl.; Dib., 25, p. 122. 
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27. [Figure with Homs and Billy-Goat Beard.) 
* 133 x 102 mm. 
* Bibl.; Dib., 26, p. 122. 


28. 








Madd A Cole Frags 


What Do You Want Me to Say?! jgQué quiere V. que yo 


le diga?! 
e 215x157 mm. 
* Signed Federico Garcia in childish handwriting. 


* Bibl.; Dib., 27, p. 122. 





29. [Man with Large Breasts and Cysts on His Head.| 


* 155x 107 mm, 
* Inscr.: El espitinu de [illegible]. The Spirit of [illegiblel. 
° Bibl.: Dib., 28, p. 122. 





30. [Couple with Birettas.} 


* 125x176 mm. 
* Bibl.: Dib., 29, p. 122. 
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31. [Cat-Man with Spurs.) 
* 103x 84mm. 
* Bibl.; Dib., 30, p. 122. 
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32. Monk from the Order of Calasancio. El terciario 
Calasancio, 
(The title is not in Lorca’s handwriting.) 
° 133x 95mm. 
* Bibl.: Dib., 31, p. 123. 


33. The Orator. El orador. 
* 129x101 mm. 
* Bibl.: Dib., 32, p, 123. 


34. Indifferent. Indiferente. 
* 155x105 mm. 
* Bibl.: Db., 33, p. 123. 





% \ 

Sh) 
oe 
34a. T. Kimura. 


© (On verso of Indifferent The title is not 
in Lorca’s handwriting.) 





85. Long Live Belmonte! Biba Vermonte! 
* Blue pencil, on verso of a subscription form 
from the literary magazine Horizonte. 
* 136x 66mm. 
 Inser.; /Biba Vermonte! / Jallito / Wine. 
© Bibl.: Dib., 34, p. 123. 


ral 





36. The Rhubarb. El Ruibarbo 
* 183x 144 mm. 
e Inscr. on the poster: |U pu tu tu 
© Bibl.: Dib., 35, p. 123. 
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36a. The Jurasquin of the World. [meaning of title 
uncertain] 
* On verso of El Ruibardo. 
* Bibl.: Dib., 42, p. 124. 


["Rinconcillo" Series, I. Caricatures. 1923.) 
* Pencil on paper (unless otherwise indicated) 
* Coll. José Luis de Lapresa. 





87. [Soldier Haranguing his Troops.) 
* 155x 107 mm. 
* Bibl.: Dib., 36, p. 124. 
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38. [Male Nude.] 
* Ink. 219 x 165 mm. 
© Bibl.; Dib., 37, p. 124. 





39. |Adam-like Monster.) 
* 214x 156 mm. 
* Bibl.: Dib., 38, p. 124, 





40. [Barber.] 
* 154x105 mm. 


* Bibl.: D., 39, p. 124. 
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41. [Monstrous Man with Spurs.| 
¢ 134x109 mm. 
* Bibl.: Db., 40, p. 124. 





) 


42. |Figure with Cassock and Crown.) 
¢ 153x115 mm. 
* Signed: Federico (pico). The word pico (lit. "beak," a 
chatterbox, or one who is always asking for favors-- 
Tr,J, is not in Lorca’s handwriting). 
* Insc.; VINO (WINE). 
* Bibl.: Dib., 41, p. 124. 





43. La Chirlata. [meaning of title uncertain] 
* Titled in someone else’s handwriting. 
* 138x 106 mm. 
* Inser.: |Chiililissss! (Hush!) 





44. Puluis eris. 
e Onthe back of a calling card from Juan Marqués 


Merchan, Secretary of the Centro de Estudios 
Andaluces de Malaga. 


e 100x 60mm. 
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45. Cat with Gloves. El gato con guantes. 


¢ Ink. 104 x 83 mm. 





46, (Young Man with Partly Equine Body) 
© On the back of a university form addressed to 
Francisco Soriano Lapresa. 
* 132x102 mm. 
* Signed lower right: Federico. 





47. Man in Despair, El "esesperatco." 
¢ 119x 82mm. 
* Signed at lower center: Federico. 





48. [Head of a Man and Bust of a King on his Throne.| 
° 67x 209 mm. 





49. [Figure of a Woman with Eyeglasses.) 
* 129x101 mm. 





50. [Matemity.] 
* 125x76 mm. 
* Inser.: ;Descartes / Kant / j;Ahhh! 


51. [Figure of Woman with Lightning Bolts.| 
¢ 125x 76mm. 
* Signed lower right: Siderico. 





| 


mo! Fen 


52. [Baby Holding a Pacifier.| 
* On the back of an official form requesting books 
for the Library of the Federacion Nacional Escolar. 
e 197x93 mm. 
* Signed lower right: FEDERICO. 





53. The Demon of Masturbation. El demonio de la 
masturbaci6n. 





156 x 104 mm. 


. (The Bad Man. Madrid, ca. 1923.) 


Ink pencil on graph paper taken from a copybook. 
200 x 130 mm. 

Titled orally by the poet. The title was remembered 
in 1981 by the collector, to whom the poet gave this 
drawing. 

Inscr.: TABERNA (TAVERN). 

Bibl.; Mario Henandez, "FGL. Corona poética para 
Rosa Garcia Ascot, mas cuatro dibujos”, Poesia, 12 
(1981), p. 16; Dib., 54, p. 126. 

Coll. Rosa Garcia Ascot, Madrid. 
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57. [Salon in an Aristocratic House, ca. 1923.] 59. Friars Entering San Juan de la Pena Frailes entrando 


55. [The Spoiled Daughter. Madrid, ca. 1923.] 
. 7 at en San Juan de la Pena. [Madrid, 1924.] 


Ink pencil and blue and red pencil on graph paper ® Pencil and water color on water color paper. 
from a copybook. 200 x 135 mm. ¢ 146x321] mm. * Pencil on page from a pad. 
* Titled orally by the poet. The title was remembered  Exhib.: New York World’s Fair, Spanish Pavillion, ° Dimensions unknown. 
in 1981 by the collector, to whom Lorca gave this 1964-1965; Fundacion R. Acosta, Granada, 1986; ¢ Inscr.: AVE MARIA; in left margin, in the 
drawing. MEAC, Madrid, 1986. handwriting of J. Bello: Frailes entrando en S. Juan 
* Bibl.; M. Hernandez, Ibid, p. 16; Dib., 56, p. 127.  Bibl.: G. Prieto, Dibujos de GL, Madrid, 1949, p. 10; de la Pena by Federico. 
* Coll. Rosa Garcia Ascot, Madrid. FGL, Cartas a sus amigos, Barcelona, 1950, p. 93; * Bibl.: J.F. Aranda, Ibid, p. 13; G. Prieto, Lorca y su 
Dib., 68, p. 132. mundo angélico, Madrid, 1972, p. 142; Dib., 58, p. 
* Prov.: from the artist to Angel Ferrant? 127. 
© Coll. Antonio Lisarrague, Valladolid. ¢ Prov.: from the artist to J.B.L. 


* Coll. José Bello Lasterra, Madrid. 





\ k | 
\2 
> \ 
ny Mar he 
56. The Griffin Bird El pdjaro Grifén. [Madrid, ca. 1923.} 58. [Fe 
2 0 4 < mnine Figure inside 
Ink pencil and blue and red pencil on graph paper * Pencil ee i fa ees Madrid, 1924,} 60. [Café Intertor. Madrid, 1924.) 
from a copybook. 200 x 135 mm. . Paes * Pencil on page from a pad. 


Dimensions unknown. 


* Title: El pajaro / Grifon. ° 
* Bibl: M. Hernandez, Ibid, p. 15; Dib., 55, p. 126. Hate F Aranda, "Mas inéditos de GL’, Insula, ; Inscrs LENTES (EVECLASSES) 
* Coll. Rosa Garcia Ascot, Madrid, a gift from the (1959), p. 12; G. Preto, Lorea y su mundo * Bibl: JP. Aranda, Ibid,, p. 1; G. Prieto, Loreay la 


eo angélico, Madrid, 1972, p. 95; Dib. 
reproduction used Reale ae eee pgednaee oe 


* Prov.: fi 
Coll. SSE ae oe id ¢ Proy.: from the artist to J.B.L. 
| 7 * Coll. José Bello Lasterra, Madrid. 
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61. [Andalusian Procession. 1924.) 

* Dimensions and location unknown. The original, 
from the Garcia Lorca archives, was reproduced 
before it disappeared or perished (1983), 

¢ Inscr.: VITOR (VICTOR) 

* Bibl.; Dib., 59, p. 128. 








62. [Salon with Balcony Opening onto a Garden, ca. 1923] 
* Preliminary sketch for stage set for Mariana Pineda? 
* Pastel on paper. 197 x 256 mm. 

* Dedicated and signed lower right: A mi amigo 
Hermenegildo Lanz. / Federico G. Lorca (To my friend 
Hermenegildo Lanz. / Federico G. Lorca) 

* Exhib.: Fundacidn R. Acosta, Granada, 1986. 
MEAC, Madrid, 1986. 

* Bibl.: Dib., 277, p. 233 

* Coll. Enrique Lanz, Granada. 

(The similarity to the illustration in a letter about 
Mariana Pineda which Lorca sent to Femandez 
Almagro in 1923 makes this date and identification 
probable.) 


63. 


64. 





[Inside a Hermitage. 1924.| 

* Colored pencils on paper. 202 x 157 mm. 

* Inscr. on reverse, in blue ink: A Pedro Salinas. / 
Federico. These words are crossed out in red. In the 
same red ink, and in smaller handwriting: Para 
Norah Borges, / con la admiraci6n de / Federico. / 
Este dibujo no se lo doy a Guillermo sino a usted (For 
Norah Borges, / with the admiration of Federico. / 
I'm not giving this drawing to Guillermo [de Torre] but 
to you 

e Exhib.: Casa de Espana, Paris, 1990. 

* Bibl.; C. Maurer, "De la correspondencia de GL: 
datos inéditos sobre la transmision de su obra”, 
Boletin de la Fundacién FGL, 1 (1987), p. 64?; M. 
Hemandez, Dibujos, Paris, 1990, drawing 1. 

* Prov.: from the artist to the Argentine painter Norah 
Borges, the wife of Guillermo de Torre, to whom the 
dedication alludes. 

© Coll. Rundact6én FGL, Madrid, acquired in 1990 from 
Brian Pombo, Buenos Aires. 
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[Clown Holding a Goblet Granada.] 1924. 


imensions unknown. 
Snel upper right: Federico Garela Lorca. / 1924. 
Dedication, bottom left: A Juan Romero. 
Exhib.: Galeria Banco de Granada, Granada; B, de 
Granada and University of Salamanca, 1977. 
Bibl.: E.-D. de la Higuera Rojas, Mujeres en la vida 
de GL, Granada, 1980, p. 67 (the reproduction used 
here); Dib., 62, p. 129. 
Coll. Familia Romero Gémez, Granada. 





65. [Float of the Virgin of Sorrows. 1924.] 

e Ink and colored pencils. 340 x 250 mm. 

* Signed lower right: Federico. 

° Bibl.: G. Prieto, GL as a Painter, London, s. a. 
[1946], n. p.; FGL, OC, 1954, etc.; J. L. Cano, GL, 
Barcelona, 1969, p. 45; The Art of Illustration. 
London, 1974, p. 6; G. Prieto, 13 dibujos de Lorca, 
Madrid, 1979, n.p.; FGL, How a City Sings from 
November to November, tr. C. Maurer, San 
Francisco, 1984, cover of hardcover edition; H. 
Oppenheimer, Lorca: The Drawings, London, 1986, 
p. 40; Dib., 63, p. 129. 

¢ Proy.: from the artist to G. Prieto, April 7, 1924 (13 
dibujos...) 

© Coll. Fundacion Gregorio Prieto, Valdepenas. 





. [Holy Pilgrim] Granada, 1926. 

* Ink and colored pencils on paper. 

* 209x 146 mm. 

* Dedication, signature and dates: Para / Antonio / de 
/ Luna. / Federico / Garcta / Lorca. / 1924. / 1926. 

* Bibl.: Printed on a private greeting card of uncertain 
date; Dib., 91, p. 141. 

* Prov.: from the artist to A. de L. 

* Coll. Antonio de Luna, Madrid. 
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67. |Maternity, ca. 1924.) 


* Colored pencils on paper. 160 x 115 mm. 

* Signed upper right: FE / DE / RI/ CO. 

* Bibl.: G. Pricto, Dibujos de GL, Madrid, 1949, n.p.; 
FGL, Cartas a sus amigos, Barcelona, 1950, p. 36; 
H. Oppenheimer, Lorca: The Drawings, London, 
1986, p. 14; Dib., 64, p. 130. 


 Proy.: from the artist to Ana Maria or Salvador Dali. 


* Private collection, Barcelona. 





68. 
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{Mermaid, ca. 1924.) 

* Dimensions and location unknown. The original, 
from the GL archives, was reproduced before it 
disappeared or perished (1983). 

* Bibl.: Dib, 65, p. 130. 





69. [Girl with a Ruff Collar on a Black Background, ca. 
1924.) 
« Pencil and colored pencils on paper. 
250 x 200 mm. 
 Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 
Bibl.: H. Oppenheimer, Lorca: The Drawings, 
London, 1988, p. 37; Dib., 69, p. 133. 
Prov.: The poet’s private collection. 
Coll. Fundacién FGL, Madrid. 


° 





70. |Girl from Granada in a Garden, ca. 1924.) 


Ink and colored pencils on paper. 213 x 148 mm. 
* Signed lower left: Federico G, Lorca. 


* Bibl.: G. Prieto, Dibujos de GL, Madrid, 1949, n.p.; 
FGL, OC, 1973, p. 1289; ‘The Art of Mustration, 
London: Institute of Spain, London, 1974, p. 11; H. 


Oppenheimer, Lorca: The Drawings, Lond 
Pp. 108; Dib, 66, p. 131. ae 


* Prov.: from the artist to G. Prieto. 
Coll. Fundaci6én Gregorio Prieto, Valdepefias. 


. St Raphael Sanchez Ventura. San Rafael Sanchez 


Ventura. [Madrid. ca. 1923-1924. 

e Blue and red pencil on paper. 221 x 142 mm. 

© Signed lower left: Federico. 

© Dedication in left margin: SAN RAFAEL SANCHEZ 
VENTURA / poeta arcangélico de la rebelién celestial 
/ y terrenal, campeador incansable y arrebataco de 
Ia justicia absoluta, su amarga Dulcinea (ST. 
RAPHAEL SANCHEZ VENTURA / archangelic poet of 
celestial / and earthly rebellion, the tireless, 
passionate champion of absolute justice, his bilter 
Dulcinea. 

e Exhib.: Fundacion Rodriguez Acosta, Dibujos, 
Granada, 1986; MEAC, Dibujos, Madrid, 1986. 

* Bibl.: Dib., 67, p. 132. 

¢ Prov.: from the artist to RS.V. 

© Coll. Rafael Sanchez Ventura, Jr., Geneva. 





. [Girl from Granada tn a Garden. Granada.] 1925. 


* Dimensions and location unknown. 

* Signed and dated lower left: Federico Garcia / Lorca 
1925. 

* Inser.: AMOR (LOVE) 

* Exhib,; Galeria Banco de Granada, Granada, 1977. 

* Bibl: FGL, Dibyjos y documentos, Banco de 
Granada, 1977, cover of the catalogue (the 
reproduction used here). 

* Prov.: Romero Gomez family, Granada? 





73. The Mantilla of Madrorios. La Mantilla de madrofos 
[Granada.] 1925. 


India ink and colored pencils on paper (probably a 
fragment of a letter). 120 x 110 mm. 

Signed lower right: Federico Garcia Lorca / 1925. 
Title and dedication: La mantilla de madronos, / A 
mt amiga Ana Maric / Federico. 

Exhib.: MEAC, Madrid, 1986. 

Bibl. Ana Maria Dali, Salvador Dalt visto por su 


hermana, Barcelona, 1949, p. 88; FGL, Cartas a sus 
amigos, Barcelona, 1950, p. 78; G. Prieto, Dibujos de 


GL, Madrid, 1949, s. p.; Dib., 71, p. 134. 
Prov.: from the artist to Ana Maria Dali, perhaps 


forming part of a letter. According to this hypothesis, 
the sketch would have been cut, perhaps in order to 


frame it, as suggested by the fold that is not 


centered on the page, and the fingers that have been 


cut off under the date. The arm, hand, and perhaps 


the first lines of the writing would have disappeared. 


Private collection, Barcelona. 


74a. 


[Lady and Bandit with Guitar. Granada, 1925.] 

(On the reverse of Lady on Balcony) 

Ink and colored pencils on paper. 

Inscr,: Querido (Dear), as though this were the 
beginning of an unfinished letter. 

Exhib.: Galeria Banco de Granada, Granada, 1977. 
Bibl.; I. Gibson, FGL. I. De Fuente Vaqueros a Nueva 
York (1988-1936), Barcelona, 1985, between pp. 
480-481, ill. 58; Dib., 72a, p. 134. 

Coll. Casa de los Tiros, Granada. 





76. [Still Life with Bottle of “Jamaica” Rum. 1925.] 


eecee 


Preliminary sketch, pencil and colored pencils. 
240x310 mm. 

Bibl.: Dib., 73, p. 135. 

Prov.: Ana Maria Dali. 

Private collection, Barcelona. 





74. |Lady on Balcony with a Mantilla of Madrorios. 
Granada.] 1925. 


Ink and colored pencils on paper. 

180x 140 mm. 

Signed upper right: Federico Garcla Lorca / 1925. 
Inser. upper left; A Emilia Llanos. / Con mucho 
cartfio, / Federico (To Emilia Llanos. / With much 
affection. / Federico. 

Exhib.: MEAC, Madrid, 1986. 

Bibl.: A. Gallego Morell, "Dos dibujos inéditos de 
GL", Ya, May 27, 1979; Dib., 72, p. 134. 

Proy.: from the artist to E, Llanos. 

Coll. Casa de los Tiros, Granada. 


75. 


[Professed Nun with Crown of Flowers.] Granada, 1926. 


e Ink and colored pencils on paper. 

e 207 x 149 mm. 

* Signed, dated and dedicated: Federico Garcia Lorca. 
1925-1926, / A Pepe Segura. 

Exhib.; MEAC, Madrid, 1986. 

Bibl.: Dib., 92, p. 142. bse 

Prov.; from the artist to José Segura. 

Coll. José Manuel Segura Morales, Madrid. 


77. 


[Clown with Guilar. Granada.| July 1925. 


India ink and colored pencils on paper. 

180 x 140 mm. 

Signed and dated lower left: Federico Garcia Lorea. / 
Julio 1925. 

Exhib.: Fundacién R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

Bibl.: A. Rodrigo, Lorea-Dall Una amistad 
traicionada, Barcelona, 1981, p. 145; Dib., 74, p. 
135. 

Proy.: from the artist to Manuel Lépez Banus. 
Coll. Manuel Lépez Bants, Fuengirola. 
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78. |Gloved Clown. Granada, 1925.] 


India ink and colored pencils on paper. 

180 x 138 mm. 

Dedication: Para Hermenegildo, / con un abrazo de 
camaraderta (For Hermenegildo, / with an embrace 
from his comrade. 

Exhib,; Galeria Banco de Granada, Granada, 1977; 
B. de Granada and University of Salamanca, 1977; 
Fundacion R. Acosta, Granada, 1986; MEAC, 
Madrid, 1986. 


Bibl.: Dibujos, Granada, 1986, p. 22; Dib., 75. p. 135, 


Prov.: from the artist to Hermenegildo Lanz. 
Coll. Enrique Lanz, Granada. 





79. |Clown tn a Circus Ring. Granada, 1925.] 
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India ink and colored pencils on paper. 
210x 149 mm. 
Exp. : Galeria Banco de Granada, 1977; B. de 


Granada and Univ. de Salamanca, 1977; Fundacion 


R. Acosta, Granada, 1986; MEAC, Madrid, 1986. 


Bibl.: E.-D. de la Higuera, Mujeres en la vida de GL, 


Granada, 1980, pp. 44-45; Dib., 76, p. 136. 


Prov.: from the artist to Ramon Pérez Roda, probably 
from an informal exhibition in the latter's house in 


Granada. 
Coll. Miguel Rodriguez-Acosta Calstrém, Granada. 


80. [Clown with a Tambourine. Granada, 1925.) 


Ink and colored pencils on paper. 

180 x 136 mm. 

Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 
Bibl.: Dib., 77, p. 136. 

Prov.: from the artist to Ram6n Pérez Roda. 

Coll. Fundacion FGL, Madrid, bought in 1986 from 
the Romero Gomez family, Granada. 





80a. [Preliminary Sketch: Girl with Comb. 1925.] 
* Unfinished sketch in ink, on the reverse of the 
preceding one. 


81. [Bandit ca. 1925.) 
* Dimensions and loca‘ion unknown. 
e Bibl.: Litoral, 3 (March 1927), p. 4; Revista 


Hispanica Moderna, I, 3 (1935); Emilio Prados, ed., 
Homenaje al poeta GL contra su muerte, Valencia, 
1937, p. 168; Revista Hispanica Moderna, 3-4 
(1940), p. 377; G. Prieto, GL as a Painter, London, s. 
a. [1946], cover and p. 23; G. Prieto, Dibwos de GL, 
Madrid, 1949, n. p.; FGL, OC, 1954, etc.; Dib, 78, p. 
137. 


ae 82. Portrait of Dall Retrato de Dall. {ca. 1925]. 

* Ink and colored pencils. : 
* Dimensions unknown. %) 
* Title: RETRATO DE / DALI (PORTRAIT OF / DAL). ¢ Z\ 
* Inser. on palette; BLEU / AZUL / VERDE / NEGRO / | 
GRIS (BLEU / BLUE / GREEN / BLACK / GRAY). | | 
Exhib.: Galeria del Banco de Granada, Granada, 
oe, B. de Granada and University of Salamanca, 
Bibl.: E.-D de la Higuera, Mujeres en la vida de GL, 
Granada, 1980, p. 68 (the reproduction used here); 
H. Oppenheimer, Lorca: The Drawings, London, 
1986, p. 57; Dib., 93, p. 143. 
* Prov.: from the artist to Ram6n Pérez Roda. 
* Coll. Romero Gomez family, Granada. 
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84. [Preliminary Sketch: Patio with Cypress Trees and 
Table. Granada, ca. 1923-1925.] 
* Pencil on paper. 
* 208 x 229 mm. 
* Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 
* Bibl.: Dib, 79, p. 137. 
Prov.: from the artist to Manuel de Falla. 
* Coll. Archivo Manuel de Falla, Madrid. 


° 


83. Slavdor Adil (Peintre), [Granada, ca. 1925}. 

¢ Ink and colored pencils on paper. 

* 160x 140 mm. 

© Title: SLAVDOR ADIL / (Peintre). 

* Dedication: Para m{ amiga Ana Maria / Dali Retrato 
de su hermano (For my friend Ana Maria / Dalt 
Portrait of her brother.) Inscr. on palette: AZUL / 
BLEU / ROUGE / SRGI (names of colors blue, red 
and gray in Spanish and French). 

¢ Exhib.: MEAC, Madrid, 1986. 

* Bibl.; Ana Maria Dali, Salvador Dali visto por su 
hermana, Barcelona, 1949, facing p. 96; FGL, 
Cartas a sus amigos, Barcelona, 1950, p. 84; José 
Luis Cano, GL, Barcelona, 1969, p. 62; La vie 
publique de Salvador Dali, Paris, Centre Georges 
Pompidou, 1979, p. 14; Dib., 94, p. 143. 

 Provy.: from the artist to Ana Maria Dali, in a letter. 

* Private collection, Barcelona. 





85. [Patio with Arches and Water Jet Granada, ca 1923- 
1925.) 
* Pencil and colored pencils on paper. 
e« 208 x 234 mm. 
« Exhib.: Fundacién R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 
* Bibl.: Dib., 80, p. 137. 
Prov.: from the artist to M. de Falla. 
* Coll. Archivo Manuel de Falla, Madrid. 
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86. [Country House Between Two Trees. Granada, ca. 

1923-1925.] 

e Pastels on paper. 

*° 198 x 247 mm. 

© Dedication: A Miguel Cerén / Federico. 

* Exhib.; Galeria Banco de Granada, Granada, 1977; 
B. de Granada and University of Salamanca, 1977; 
Fundacion R. Acosta, Granada, 1986; MEAC, 
Madrid, 1986; Casa de Espana, Paris, 1990. 

* Bibl.: Exposicion Galeria Banco de Granada, 1977, 
poster, Dib., 81, p. 138. 

e Prov.: from the artist to Miguel Ceron. 

Coll. Ayuntamiento de Granada. 


87. [Road and Forest. ca. 1924-1925.] 

* Colored pencils on paper. 

* 158x216 mm. 

e Bibl.: Fundacion Rodnguez-Acosta, XIII Concurso- 
Exposici6n, El arte de la ilustraci6én, Granada, 1973, 
p. 5; A. Rodrigo, GL en Cataluna, Barcelona, 1975, 
p. 123; Dib., 82, p. 138. 

* Prov.: from the artist to E. Halfiter. 

* Coll. Heirs of Ernesto Halffter, Madrid. 
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88. 


89. 


Feline G Taos 


[Forest. ca. 1924-1925.] 

e Colored pencils on paper- 

e 155x214 mm. 

¢ Signed lower center: Federico G. Lorca. 

* Bibl. FGL, led. Luis Rosales], "Siete poemas y dos 
dibujos inéditos", Cuademos Hispanoamericanos, 
Madrid, 10, (1949), between pp. 12 and 13; G. 
Prieto, Dibujos de GL, Madrid, 1949, p. 30; The Art 
of Illustration, London, 1974, cover. 

 Prov.: from the artist to G.P. 

Coll. Fundacién Gregorio Prieto, Valdepenas. 





The Pageboy of the Fishbowl El paje de la pecera. 

[Granada,] January, 1926. (With rough sketch of the 

same figure on the reverse.) 

* India ink and colored pencils on paper. 

* 163x 145 mm. os 

* ‘Title, signature and date: Federico Garcia Lorca / 
Enero 1926 (Federico Garcia Lorca / January 1926). 

* Exhib.: Fundacién R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

* Bibl.: A. Rodrigo, Lorea-Dali Una amistad traicto- 
nada, Barcelona, 1981, p. 141; Dib., 84, p. 139. 

* Prov.: from the artist to M.L.B. 

Coll. Manuel Lopez Banus, Fuengirola. 





90. Japanese Legend. Leyenda faponesa. [Granada.] 1926. 
e Ink and colored pencils. 163 x 155 mm. 


° Title, signature and date: Leyenda japonesa i 
Federico Garcia Lorca / 1926. 

e Bibl.: Dib., 85, p. 139. 

 Prov.: from the artist to Ram6n Pérez Roda. 

© Coll. Manuel de la Higuera, Granada. 





. No! That Never! No! {Eso nuncal (Granada, 1926.) 


* India ink and colored pencils on paper. 

¢ 230x210 mm. 

e Inser.: j;No! jEso nunca! 

* Exhib.: Fundacién R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

* Bibl.: E.-D. de la Higuera, Mujeres en la vida de Gl. 
Granada, 1980, p. 94; Dib., 86, p. 139. 

* Coll. Fermin Camacho, Granada. 





92. [Clown with Accordion. Granada.] 1926. 


93. 


Green ink and colored pencils on paper. 

245 x 170 mm. 

Exhib.; Galeria del Banco de Granada, Granada, 
1977; B. De Granada and University of Salamanca, 
1977; Fundacién R. Acosta, Granada, 1986; MEAC, 
Madrid, 1986. 

Bibl.: Dib., 87, p. 140. 

Prov.: from the artist to Hermenegildo Lanz. 

Coll. Enrique Lanz, Granada. 





Surrealist Poem. Poema surrealista. [Granada.] 1926. 


Green ink and colored pencils on paper. 

220 x 164 mm. 

‘Title, signature and date lower right: Poema 
Surrealista / Federico Garcla Lorca 1926. 

Inser.: (Quivt sospirt, pianti ed alti guai / risonavan 
per Vaer senza stelle.) / Canto III (Inferno) DANTE. 
Exhib.: Galeria del Banco de Granada, Granada, 
1977; B. de Granada and University of Salamanca, 
1977; Fundacion R, Acosta, Granada, 1986; MEAC, 
Madrid, 1986; 

Bibl.; Dib., 88, p. 140. 

Prov.: from the artist to Hermenegildo Lanz. 

Coll. Enrique Lanz, Granada. 





94. The Young Man and His Soul. (Poem of Baudelaire). El 


oe y su alma. (Poema de Baudelaire). [Granada.] 

* Green ink and colored pencil on paper. 

* 325x218 mm. 

© Title lower right.: Eljoven y su / alma / (Poema de 
Baudelaire). Dedication: Al pintor / Hermene-gildo 
Lanz. / de / su / admirador / devoto. / Federico 
Garcla / Lorca. 1926 (To the painter / Hermenegildo 
Lanz. / from / his / devoted / admirer. / Federico 
Garcia / Lorca. 1926). 

* Exhib.: Galeria Banco de Granada, Granada and 
Univ. of Salamanca, 1977; MEAC, Madrid, 1986. 

* Bibl.: Dib., 89, p. 141. 

* Proy.: from the artist to Hermenegildo Lanz. 

* Coll. Enrique Lanz, Granada. 
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95. Aleluya. The Sailor and his Fiancée. Aleluya. El marino 


y sunovia. Granada, 1926. 

* Ink and colored pencils. 

« Dimensions and location unknown. 

© Title and signature lower right: Aleluya / El marino y 
su novia / Federico Garcia Lorca. 

« Dedication and date bottom left: A Femando / 
Vilchez. / Con un abrazo / de Federico. / 1926 (To 
Femando Vichez. / Witha Hug from Federico. / 
1926. 

* Bibl.: B.-D. de la Higuera, Mujeres en. la vida de GL, 
Madrid, 1980. p. 64, de donde se reproduce; Dib., 


90, p. 141. 





96. [St George and the Dragon. Granada, January 1927.] 


* India ink and colored pencils on laid drawing paper. 
480 x 310 mm. 

* Inser.: FGL, in the handwriting of C.H.J. On the 
reverse, a typewritten note on the cardboard backing 
with which the drawing is framed: This drawing was 
executed by Federico Garcla Lorca in Granada, 
Christmas 1927 (or 28) as a present for me. It 
represents St. George and the Dragon, so he 
explained. The pencil initials F. G. L. were added by 
me at some time or other. 

This drawing should be taken care of as it will, I 
believe, be of great interest to those who are 
interested in his poetry, as much perhaps as some 
other people might be intrested in any drawings by 
any well-known poet Also this picture may in time to 
come have a money value: therefore do not let it be 
destroyed in case posterity wants to look at it I think 
F. G. L. was very much aware of posterity and would 
have liked this to survive. It is as much him as his 
poetry. Cambridge / Arkley, 6 Sept. 1939. / 
Transcribed Sept 1984. Signed: Campbell 
Hackforth-Jones. 

* Exhib.: Fundaci6n R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

* Bibl.: G. Prieto, Dibujos de GL, Madrid, 1949. p. 7: 
José Luis Cano, GL, Barcelona, 1969, p. 51; R. 
Martinez Nadal, Lorca‘’s The Public, London, 1974, 
between pp. 32 y 33; Andrew A. Anderson, "Una 
amistad inglesa de GL", Insula, 462 (1985), p. 3; 
Dib., 95, p. 144. 

© Coll. Margaret S. HackforthJones, London. 
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97. 


98. 
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LITORAL 





[Sailor from the Magazine "Liloral." 1925 and 1927.) 
Colored pencils on a sketch of 1925 that was 
published on the cover of Litoral, 3 (March 1927). 


251 x 162 mm. 
The original reproduced in Litoral 


is signed and 


dated lower left: Federico Garcia Lorca / 1925. 


Inser.: LITORAL. 


Exhib.: MEAC, Madrid, 1986; Casa de Espana, 


Paris, 1990. 


Bibl.; FGL, Canciones (Obras de FGL, 6), ed. M. 
Hemandez, Madrid, Alianza, 1982, cover; Dib., 96, 


p. 144; 
Prov.: The poet's private collection. 
Coll. Pundacién FGL, Madrid. 








[Photograph of FGL with Drawing. Barcelona, 1927.] 
* Ink on photographic paper, on portrait of FGL. 


131 x90 mm. 


Inser.: Urquinaona! / Hola hijo! / Aqui estoy! 
(Urquinaona! [Name of plaza in Barcelona] / Hello, 
son! / Here I am) Exhib.: Fundacién R. Acosta, 
Granada, 1986; MEAC, Madrid, 1986. 


Bibl; A. Rodrigo, GL en Cataluia, 


Barcelona, 1975, 


P. 213; Lorea-Dalt Una amistad traicionada, 
Barcelona, 1981, p. 105; I, Gibson, FGL, I. De 
Fuente Vaqueros a Nueva York, Barcelona, 1985, 


ilus. 49. 


Prov.: from the artist to Salvador Dali, col. Ana 


Mania Dali, Cadaqués. 
Coll. Casa Museo FGL, Fuente Va 
Donation of Ana Maria Dali. 


queros (Granada). 


99, 


100. 


fascia Late pot : 


|The Socially Rotten. Barcelona, 1927.] 
 Inkon lined page from a datebook. 
© 117x82mm. 





* Inscr.: Garela Lorca feclt, in handwriting of Joaquin 


Nubiola. 
* Exhib.: MEAC, Madrid, 1986. 


* Bibl.: A. Rodrigo: GL en Cataluna, Barcelona, 1975, 


p. 145; Dib., 98, p. 146. 
* Coll. Juaquin Nubiola, Barcelona. 





{Dream of the Sailor, 1927.| 
* Ink and colored pencils on paper. 
* 160x 135 mm. 


* Dedication and signature: A Victor Sabater, / 


Federico / Garela / Lorca. 
* Exhib.: Galerias Dalmau, 1927, no. 2? 
* Bibl.: A. Rodrigo, Lorea-Dall. Una amistad 
ona, Barcelona, 1981, Pp. 141; Dib. 
* Prov.; from the artist to V, Sabater. 
* Coll. Luisa Font, widow of Victor Sabater, 


, 100, p. 


Barcelona, 


Dona fthe 


Fadbte frm bore 
fv} 





101. Lady on a Balcony. Dama en el baloén. 1927. 

* India ink and colored pencils on paper. 

© 157x 138 mm. 

* Title and signature lower right: Dama en el balcén / 
Federico Garcia Lorea / 1927. 

* Dedication: A Rosa Montanyé / Federico Garcia 
Lorca. 

 Exhib.: Galerias Dalmau, Barcelona, 1927, no, 5. 

* Bibl.; A. Rodrigo, GL en Catalwia, Barcelona, 1975, 
p. 117; Dib., 101, p. 147. 

* Coll. Mare Carbonell, Barcelona. 
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102. [Clown with Double Face] 1927. 

* Ink and colored pencils on paper. 

¢ 155x 115 mm. 

* Exhib.: Fundacion R. Acosta, Granada, 1986; j 
MEAC, Madrid, 1986; Casa de Espafa, Pars, 1990: 

* Bibl.: Jean Gebser, Lorca, poéte-dessinateur, Parls, 
1949, p. 11; FGL, OC, 1954, ete.; J. Gebser, 
Gesamtausgabe, Schaffhaisen, 1975, p. 93- 

* Prov.: from the artist to J. Gebser ca. 1935-36; ie 
Rolf Hammerl, his Hterary executor, to the presen! 
owner in 1987. 


* Coll, Fundacion FGL, Madrid, (Jean Gebser series) 





107. Still Life. Naturaleza muerta. |Figueras?| 1927. 


103. [Clown. 1927.] 
¢ India ink, pencil, colored pencils and gouache on 


¢ India ink, pencil and colored pencils on drawing 





Boar drawing board. 

© 248 x 162 mm. 105, [Japanese Clown] 1927. * 290 x 242 mm. 

« Exhib.: Galerias Dalmau, Barcelona, 1927, no. 6, z Re ome pencils on paper. . a Hepes ae almost ae lower 
Payaso? Fundacion R. Acosta, Granada, 1986; ; ss Crate Nelnnaern nibent // eztenss 

b H aS L P 
MEAC, Madrid 1986; Casa de Espaia, Paris, 1990. ae ated ower Heit: Reder co Garcia Lorca Eee Oe ee ee i6o7 naib oe 

2 a é a BE es Dedication: to Luis Montanya. Fundacion R. Acosta, Granada, 1986; MEAC, 
is aa 7a } Dis. 102, p. 148 , on * Exhib.: Galerias Dalmau, Barcelona, 1927, no. 13, Madrid, 1986; Casa de Espana, Paris, 1990. 

5 oer an) ae inde ip eta Payaso japonés?; Fundacién R Acosta, Granada,  Bibl.: FGL, OC, 1954, etc.; Retama, 3 (Cuenca, May 
Farah pd ye en on * Sates (gis) 1986; MEAC, Madrid, 1986. 1986). cover; H. Oppenheimer, Lorca: The Drawings, 
ahi nie ion, the sketch comes from the Dalmau ° Bibl.; A. Rodrigo, Lorca-Dali. Una amistad London, 1986, p. 101; Dib., 104, p. 149. 

‘ ¢ traicionada, Barcelona, 1981, p. 141; Dib., 105, p. ° Prov.: The poet's private collection. 
* Coll. Manuel Fernandez-Montesinos Garcia, Madrid. 149. * Coll. Vicenta Femandez-Montesinos Garcia, Madrid. 


 Prov.: from the artist to Lluis Montanya. 
* Coll. Francesc Montanya, Barcelona. 





a “< — 
106. Legend of Jerez. Leyenda de Jerez, 1927. 
e India ink and colored pencils on paper. 
* Dimensions unknown. 
Dedication, title and date in lower right-hand comer: 
A Sebastian Gasch. / (Leyenda de Jerez.) Federico mS = 
104, [Circus Light. Claro de Circo, 1927. Garcia Lorca / 1927. 
* India ee and colored pencils on ee * Inscr.: TABERNA / al maaaa (TAVERN / soul). 108. [Still Life. For the Poet Fotx. Naturaleza muerta. Para el 
© 250 x 145 mm. * Exhib.: Galerias Dalmau, Barcelona, 1927, no. 14. poeta Foixj, 1927. 
* Inser.; CIRCO (CIRCUS). * Bibl,; G. Prieto, GL as a Painter, London, s. a. * India ink and colored pencils on drawing t 1. 
° Exhib.; Galerias Dalmau, Barcelona, 1927, no. 11, [1946], p. 35: --. Dibwos de GL, Madrid, 1949, p. 18; * 235 x 302 mm. 
Claro de circo: MEAC, Madrid 1986. ’ Helen Oppenheimer, Lorca: The Drawings, London, * Dedication, signature and date in lower left: Al poeta 
* Bibl.: FGL, Cartas a sus amigos, Barcelona, 1950, p. 1986, p. 44; Dib., 106, p. 150. Fotx / Federico Garcia Lorca / 1927. 
17; G. Prieto, Dibujos de GL, Madrid, 1955, n.p. + Prov.: from the artist to S. Gasch; bought by the * Exhib.; Galerias Dalmau, Barcelona, 1927, no. 12 or 
* Prov.: from the artist to Sebastian Gasch. present collector in London, 1940. 23. : 
* Coll, Camilo José Cela, * Coll. Rafael Martinez Nadal, London. * Bibl: Dib., 113, p. 152. 
:  Prov.: from the artist to J.V. Foix. 


* Coll. Heirs of J. V. Foix, Barcelona. 
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109. Theorem of the Vase. Teorema del jarro, 1927. 

* India ink, pencil, colored pencils on drawing board. 
300 x 218 mm. 

* Title, date and signature lower right: Teorema del 
Jarro / 1927 / Federico Garcia Lorca. 

* Exhib.; Galerias Dalmau, Barcelona, 1927, no. 15; 
MEAC, Madrid, 1986. 

* Bibl.; Dib., 107, p. 150. 

* Prov.: The poet's private collection. From Concha 
Garcia Lorca to her cousin Francisca Garcia 
Gonzalez in 1940. 

* Coll. Francisco Gomez Suarez, widower of F.G.G., 
Granada. 





110. Theorem of the Goblet and the Mandoline. Teorema de 


la copa y la mandolina, Figueras, May 1927. 

* Ink, colored pencils and gouache on drawing board. 
500 x 600 mm. 

* Title, date, and signature lower right, almost 
illegible: Teorema de la copa y la mandolina / 
Federico Garcia Lorca / 1927. 

* Exhib.: Galerias Dalmau, Barcelona, 1927, no. 19; 
Pundaci6én R. Acosta, 1986; MEAC, Madrid, 1986; 
Casa de Espana, Paris, 1990. 

* Bibl.: H. Oppenheimer, Lorca: The Drawings, 
London, 1986, p. 100; Dib., 110, p. 151. 

* Proy.: The poet's own collection. 

* Coll. Isabel Garcia Lorca, Madrid. 
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_ Luncheon. Merlenda |Figueras?], 1927. 


* India ink, colored pencils, and gouache on drawing 
board. 

* 220 x 290 mm. 

© Title, signature and date, lower left: Merienda. / 
Federico Garcia Lorca. / 1927. 

« Exhib.; Galerias Dalmau, Barcelona, 1927, no. 20; 
Fundacion R. Acosta, Granada, 1986; MEAC, 
Madrid, 1986; Casa de Espana, Paris, 1990. 

° Bibl.: FGL, OC, 1954, etc.; L. Garcia de Carpi, La 
pintura surrealista espanola (1924-1936), Madrid, 
1986, p. 175; H. Oppenheimer, Lorca: The Drawings, 
London, 1986, p. 97; Dib. 111, p. 152. 

* Prov.: The poet's private collection. 

® Coll. Isabel Garcia Lorca, Madrid. 





. Japanese Fishbowl Pecera Japonesa, Figueras, 1927. 


* India ink, pencil, colored pencils and pastel on 
drawing board. 244 x 292 mm. 

* Title, signature and date bottom left: Pecera 
Japonesa. / Federico Garcia Loroa. / 1927. Figueras. 

* Exhib.: Galerias Dalmau, 1927, no. 21, as Pecera?; 
Origenes de la vanguardia espanola: 1920-1936, 
Madrid, Galeria Multitud, 1974; Galeria Theo, El 
Surrealismo y su evolucién, Madrid, 1982; 
Fundacion R. Acosta, Granada, 1986; MEAC, 
Madrid, 1986; Casa de Espana, Paris, 1990. 

* Bibl.: G. Prieto, Lorca y la generacién del 27, Madrid, 
1977, p. 84; H. Oppenheimer, Lorca: The Drawings, 
London, 1986, p. 104; Dib., 116, p. 154. i 

* Prov.: The poet's private collection, 

* Coll. Isabel Garcia-Lorea de los Rios, Nueva York. 
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The Muse of Berlin. La musa de Berlin, 1927. 

* Dimensions and location unknown. 

¢ Title, signature and date upper right: La musa de 
Berlin. / Federico Garcta Lorca. / 1927; dedication, 
which may be later than the drawing, at lower right: 
A Cassanyes / Federico Garcia / Lorca. 

© Exhib.: Galerias Dalmau, Barcelona, 1927, no. 17. 

¢ Bibl.: G. Prieto, Dibufos de GL, Madrid, 1955, p, 21 
(the reproduction used here); Dib., 109, p. 151. 





Spanish Lady. Dama espanola, 1927. 

* India ink applied with brush and colored pencils on 
paper, 320 x 240 mm. 

* Signature, date and title lower right: Federico Garela 
Lorca. / 1927. / Dama espanola. 

* Exhib,: Galerias Dalmau, Barcelona, 1927, no. 16, 
titled La mantilla?; Galeria Banco de Granada, 
Granada, 1977; B. de Granada and University of 
Salamanca, 1977. 

* Bibl.: A. Rodrigo, "Realidad y fantasia en la obra 
lorquiana", Polémica, 20 (1985); Dib,, 108, p. 151: 

* Prov.: from Josep Dalmau to Tomas Garcés, who 
purchased the drawing after the Spanish Civil War 
(oral testimony of T. G. to M. Hernandez en 1977). 

* Coll. Tom4s Garcés Miravet, Bareclona. 


115. The Kiss. El beso, 1927. 





* (A sketch for a vase occupies the verso.) 

* India ink, colored pencils and gouache on drawing 
board. 303 x 237 mm. 

* Title, signature and date above right: El beso. |The 
paper is scraped away, surely by Lorca himsell] / 
Federico Garcia Lorca / 1927. 

* Exhib.: Galerias Dalmau, Barcelona, 1927, no. 22, 
El beso en el espejo? 

* Bibl.: Dib., 112, p. 152. 


* Prov.; the poet's private collection. From Concha 117. 


Garcia Lorca to her cousin Francisca Garcia 
Gonzalez in 1940. 

* Coll. Francisco Gémez Suarez, widower of F.G.G., 
Granada. 





116. [Portrait of Salvador Dali Figueras? 1927.] 


* Dimensions unknown. 

* Exhib.: Galerias Dalmau, Barcelona, 1927, no. 24. 

* Bibl.: R. Dechames, Dali de Gala, Lausanne, 1962, 
P. 21; A. Reynolds Morse, Poetic Homage to Gala- 


Salvador Dalf, Cleveland, 1975, p. 25; R. Santos 118. 


Torroella, La miel es mas dulce que la sangre, 
Barcelona, 1984, p. 106; M. Hernandez, "GL y 
Salvador Dali: del ruisefor lirico a los burros 
podridos, (Poética y epistolario)", en 
L'mposible/posible di FGL, Napoli, 1989, pp. 279- 
281; Dib., 114, p. 153. 

* Prov.; from the artist to Salvador Dali. 

* Coll. Salvador Dali Bequest. 





[Double Harlequin] 1927. 

* Dimensions unknown. 

* Signed and dated lower left: Federico Garcta Lorca / 
1927. 

* Bibl.: Dib., 115, p. 154, froma photo given by 
C.M.L. to M. Hemandez en 1975. 

* Prov.; from the artist to Carlos Morla Lynch. 

* Coll. Herederos Carlos Morla Lynch, Madrid. 
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Guitar. Guitarra, 1927. 

Ink and colored pencils on paper. 

© 155x 100 mm. 

® Titled lower center: Guitarra; signed and dated lower 
right: Federico Garela Lorca / 1927. 

* Inscr.: TO / RRES. 

* Exhib.: New York World's Fair, Spanish Pavillion, 
1964-1965. 

 Bibl.: G. Prieto, Lorea y su mundo angélico, Madrid, 
1972, p. 186; The Art of Illustration, London, 1974, 
p. 15; Db,, 119, p. 155. 

e Proy.: from the artist to G. Pricto? 

Coll. Fundacion Gregorio Prieto, Valdepenas. 


. Mariana Pineda. [Madrid.] 1927. 


* Ink on fly-leaf of Philip's Atlas of the World, London, 
1925. 

* Titled, signed and dated lower left: Mariana / 
Pineda. / Federico / 1927. 

* Bibl.: " Sol y sombra’, de FGL. (Notas a un texto 
inédito)", en Liber amicorum: Salvador de Madariaga 
ed. Brugmans, H., y Martinez Nadal, R., Brussels, 
1966, pp. 36-381 (the reproduction used here); Dib., 
132, p. 158. 

* Coll. Rafael Martinez Nadal, London. 
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120. The Only True Story of Lluis Montanya. La tnica y 


verdadera historia de Lluis Montanyé, [1927]. 

e Ink on paper. 219 x 158 mm. 

* Title lower left: La tintea y verdadera historia de Lluis 
Montanya 

* Exhib.: Pundacién R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

* Bibl.: A, Rodrigo, Lorea-Dalt Una amistad 
traicionada, Barcelona, Planeta, 1981, p. 151; 
-, GL, el amigo de Cataluna, Barcelona, Edhasa, 
1984, p. 352; Dib., 117, p. 154. 

* Prov.: from the artist to L. Montanya. 

* Coll. Frederic Montanya, Barcelona. 
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121. [Composition.], 1927. 

* India ink on paper. 108 x 124 mm. 

* Dedicated, signed and dated lower left: A Manuel 
Font. / Federico Garcia Lorca /1927. 

 Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

* Bibl.: FGL, Cartas a sus amigos, Barcelona, Cobalto, 
1950, p. 33; G. Prieto, Dibufos de GL, Madrid, 1955, 
n. p.; H. Oppenheimer, Lorca: The Drawings, 
London, 1986, p. 77; Dib., 118, p. 154. 

* Prov.: from the artist to Manuel Font. 

* Coll. Alberto Font Veiga, Barcelona. 
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122. Venetian Harlequin. Arlequin veneciano. [Granada 

1927]. Dimensions unknown. 

* Titled lower right with a cross: Arlequin/venectano/+ 

* Exhib.: Used on "El poeta Lorca”, one of the literary 
posters of Giménez Caballero, exhibited in Ediciones 
Inchausti, Madrid, 1927, and at the Galerias 
Dalmau, Barcelona, January 1928. 

* Bibl.; S. Gasch, "Cop d'ull sobre l'evolucié de l'art 
modem", L'Amic de les Arts, 18 (November 30, 
1927), illus., p. 92 (the reproduction used here); A. 
Rodrigo, GL en Cataluria, Barcelona, 1975, pp. 142- 
43; Dib., 120, p. 155; Emesto Giménez Caballero, 
"Carteles literarios", Poesia, 26 (1986), p. 44. 

* Prov.: from the artist to S. Gasch; and from Gasch to 
G. Caballero? 

* Coll. Gustavo Gili, Barcelona (on poster of G.C.). 
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123. Venetian Mandoline. Mandolina veneciana, 1927. 

° Ink and colored pencils on paper. 150 x 142 mm. 

* Titled, signed and dated lower right: mandolina 
veneciana. / Federico Garcia Lorea / 1927. 

 Exhib.: New York World's Fair, Spanish Pavillion, 
1964-1965. 

© Bibl.: G. Prieto, Dibujos de GL, Madrid, A, Aguado, 
1955; FGL para nifios, Madrid, La Torre, 1983, p. 
90; H. Oppenheimer, Lorca: The Drawings, London, 
1986, p. 77; Dib., 121, p. 155. 

° Prov.: from the artist to G. Prieto? 

* Coll. Fundacion Gregorio Prieto, Valdepenas. 





124. Lyre. Lira, [1927]. 
* Ink and colored pencils on 
paper (fra; it of 
letter?). 140 x 110 mm. " Siac 


* Titled and signed lower right: lira. / Federico Garcia 
Lorca. 


* Bibl.: G. Prieto, GLas a Painter, Lon 
[1946]; A. Guibert and L, Parrot, FeLi ous 
G. Prieto, Dibujos de GL, Madrid, 1949, p. 40; FGL, 
OC, 1954, ete,; Dib., 122, p. 155, j ; 

* Prov.: from the artist to G. Prieto? 

* Coll. Fundacion Gregorio Prieto, Valdepefias. 
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125. Nostalgia, 1927. 
¢ Ink and colored pencils on paper which has been 
cut or trimmed. 136 x 122 mm. 

* Titled, signed and dated lower left: Nostalgia. / 
Federico Garcia Lorca / 1927. 

» Exhib.: New York World's Fair, Spanish Pavillion, 
1964-1965. 

e Bibl.: G. Prieto, GL as a Painter, London, s. a. 
[1946], p. 25; G. Prieto, Dibujos de GL, Madrid, 
1949, p. 19; FGL, OC, 1954, etc.; Dib., 123, p. 156. 

 Prov.: from the artist to G.P.? 

* Coll. Fundacion Gregorio Prieto, Valdepenas. 
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126. Harlequin. Poem. Arlequin. Poema. |Granada.| 1927. 

* Ink. Dimensions and location unknown. 

* Titled, signed and dated lower right: “Arlequin” / 
Poema de / Federico Garcia Lorca. / 1927. 

* Bibl.: "FGL". en Obras, Revista de construccién, 128 
(Madrid., 1977), p. 37 (the reproduction used here); 
Dib., 124, p. 156. 

* Prov.: Sent in a letter to Enrique Duran (Madrid) in 
1928. 


127. (Harlequin. 1927, 

* Ink on the back of a postcard with the photograph 
a child, 133 x 82 mm. 

* Signed and dated lower right: Federico. / 1927. 

* Bibl.: A. Guibert-L. Parrot, FGL, Paris, 1947: een 
Prieto, Dibujos de GL, 1949, p. 39; FGL, OC, 1954, 
etc.; Dib., 125, p. 156. 

* Prov.: from the artist to S. Dali. 

* Coll. Biblioteca Nacional, Madrid. (Bequest of 
Adriano del Valle.) 
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128. Fertilization of the Lily Boy. Fecundacién del nifio 


129, 





azucena. [Figueras? 1927.] 

° Ink and colored pencils. 

* Dimensions unknown. 

© Titled lower right: Fecundacién del nirio azucena. 
 Bibl.: Dib., 126, p. 157. 

e Prov.: from the artist to S. Dali. 

* Coll. Bequest of Salvador Dali. 





Wounded at Dawn. Herido en el alba. Granada, 1927. 

* Ink and colored pencils on paper. 

* 140x 120 mm. 

* Titled, signed and dedicated; "Herido en el alba” / 
Federico Garcia Lorca. 1927 / A Barradas. 

* Bibl.; Raquel Pereda, Barradas, Montevideo, Galena 
Latina, 1989, p. 209. 

* Prov.: The sketch was sent to Barradas in a letter 
from Granada in August 27 with the following 
words: “Dear Barradas: I am sending you a hug from 
Granada, and this poem. I hope it will be well 
received, for it carries proof of my friendship and 
admiration." 

* Coll. Antonia Sicardi Lainez, Montevideo, who 
inherited the drawing. 
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130. St Sebastian. San Sebastian. [1927.] 

* India ink on a piece of laid paper cut from a larger 
sheet, 155 x 125 mm. 

Titled lower right with a cross: "San Sebastian” / +. 

e Exhib.: Fundacién R, Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 

« Bibl.: Letter from FGL to S. Gasch, in Epistolario, II, 
ed. C. Maurer, Madrid, 1983, p- 79 (D. Gershator, 
tr., Selected Letters, p. 119). Dib., 127 p. 157. 

* Prov.: from the artist to S. Gasch ina letter, 1927. 

e Coll. private collection, Madrid. 


Peacock. Pavo Real. {1927.] 

e India ink on a piece of laid paper, cut from a larger 
sheet. 157 x 120 mm. 

© Signed lower right: Pavo real. 

« Exhib.: Fundacién R. Acosta, Granada, 1986; 


131. 


MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 


* Bibl.; Letter of FGL to S. Gasch, Ibicl; Dib., 128, p. 


157. 
* Prov.: from the artist to S. Gasch, ina letter, 1927. 


* Private collection, Madrid. 
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132. Bullfighter from Seville. 

Torero sevillano. [1927.] 

* India ink on drawing paper. 

* 160 x 120 mm. 

* Titled lower right with a cross: 
Torero sevillano. / +. 

* Exhib.: Fundactén R. Acosta, 
Granada, 1986; MEAC, 
Madrid, 1986; 

Casa de Espana, Paris, 1990. 

* Bibl.: Letter of FGL to S. Gasch, 
Tbicl; Dib., 129, p. 157. 

* Prov.: from the artist to S. Gasch, 

= in a letter, 1927. 

\ * Private collection, Madrid. 


Sree 


133. Mermaid. Sirena. [1927.] 


134. 


India ink on laid paper. 
« 160x105 mm. 

Titled lower right with a cross: Sirena / +. 

° Exhib.: MEAC, Madrid, 1986. 

* Bibl.: Letter of FGL to S. Gasch, ibid; G. Prieto, 
Dibujos de GL, Madrid, 1949, p. 4; FGL, Carlasa 
sus amigos, Barcelona, 1950, p. 34; Dib., 135, p. 
159. 

* Prov.; from the artist to Juan Guerrero Ruiz, 
although the drawing gives every indication of 
having been the one mentioned by Lorca in his letter 
to Gasch. 

* Coll. José Luis Guerrero Aroca, Madrid. 


Poem of the Fish Hook. Poema del anzuelo. |1927.] 

* India ink and colored pencils on drawing paper. 

* 160 x 120 mm. 

* Titled lower center with cross: Poema del anzuelo/+. 

* Exhib.: Pundacién R. Acosta, Granada, 1986, 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 

* Bibl.: Dib., 130, p. 158. 

* Prov.: from the artist to S. Gasch. 

* Private collection, Madrid. 
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135. [Clown with Double Face and Chalice, ca. 1927] 

* Ink and colored pencils on rag paper. 

© 277 x 209 mm. 

 Exhib.: Fundacion de R. Acosta, Granada, 1986; 
MEAG, Madrid, 1986; Casa de Espana, Paris, 1990. 

* Bibl.; Retama, 3 (Cuenca, May 1986), p. 74; Dib., 
131, p. 158. 

© Proy.; the poet's private collection. 

Coll. Fundacién FGL, Madrid. 





136. [Composition with Musical Instruments, ca. 1926- 

1927}. 

* (On the back, a pencil sketch, probably done by 
Dali, of a female nude with a hat and arboreal form.) 

Ink on paper. 81 x 132 mm, 

 Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. i. 

* Bibl.; FGL, Cartas a sus amigos, Barcelona, 1950, p. 
73; G. Prieto, Dibujos de GL, 1955; Dib., 133, p. 159. 

* Prov.: from the artist to Ana Maria Dali. 

* Coll. Casa Museo del pintor Abellé, Barcelona. 
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Drowned Harlequin. Arlequin ahogado, |ca. 1927]. 

e India ink on a piece of laid paper cut from a larger 
sheet. 160 x 120 mm 

© Titled lower right, with a cross; Arlequin ahogado/+. 

e Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEPAC, Madrid, 1986; Casa de Espana, Paris, 1990. 

* Bibl.: Alluded to in letter to S. Gasch, FGL, 
Eptstolario, II, Madrid, 1983, ed. C. Maurer, p- 792; 
Gershator, SL, p. 119; Dib., 148, p. 164. 

* Prov.: from the artist to S. Gasch. 

° Private collection, Madrid. 





Eece Homol. {Ecce Homo!, (ca. 1927). 

* India ink on a piece of laid paper cut from a larger 
sheet, 155 x 125 mm. 

* Titled lower right with a cross: jEcce homol!/+. 

* Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espafia, Paris, 1990. 

* Bibl.: Alluded to in letter to S. Gasch, FGL, 
Epistolario, I, ed. C. Maurer, Madrid, 1983, p. 792; 
Gershator, SL, p. 119; Db., 149, p. 164. 

* Prov.; from the artist to S. Gasch, 

* Private collection, Madrid, 
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Violin Melody. Melodia de violin, [ca. 1927], 

© India ink on piece of laid paper cut from a larger 
sheet. 160 x 120 mm 

© Title with cross lower right; Melodia de violin / +. 

e Inscr.: 20 / 30. 

« Exhib.: Fundact6n R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 

© Bibl.: Alluded to in letter to S, Gasch, FGL, 
Epistolario, II, Madrid, 1983, ed. C. Maurer, p. 797; 
Gershator, SL, p. 119; Dib., 152, p. 165. 

 Proy.: from the artist to S. Gasch. 
Private collection, Madrid. 
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Song, Canctén, |ca. 1927]. 

* India ink on piece of laid paper cut froma larger 
sheet. 160 x 120 mm. 

© Title lower right with cross: Canclén/+ 

eInscr: AAA, i 

* Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 

* Bibl.: Alluded to in letter to S. Gasch, FGL, ; 
Eplstolarto, Il, ed, C. Maurer, p. 797: Dib.. 183: P- 
165, 

* Prov.: from the artist to S, Gasch. 
Private collection, Madrid, 
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Fubce t- Lae 1124. 
145. 
141. Poem "Land Breeze". Poema “Brisa de tierra”, 1928. 143. [Submerged Swimmer.] 1928. 
° Dimensions and location unknown. » Dimensions and location unknown. 
¢ Titled, signed and dated: “Brisa de tierra” Poema de ¢ Bibl.: FGL, "Nadadora sumergida", L'Amic de les 
/ Federico Garcia Lorca. 1928. Arts, 28 (September 31, 1928), p. 218, illus. (the 
 Bibl.: "FGL", Obras. Revista de construcci6n, 128 reproduction used here); Dib., 137, p. 160. 
(1977), p. 36, (the reproduction used here). * Prov.: from the artist to S. Gasch? 
° Prov.: from the artist to Enrique Duran (Madrid), in * Coll. Copy of publ. in the Fundacion FGL, Madrid. 
a letter of 1928. 
146. 


[Suicide in Alexandria.| 1928. 

Dimensions and location unknown. 

e Bibl.; FGL, "Suicidio en Alejandria”, L'Amic de les 
Arts, 28 (September 31, 1928), p. 218, illus. (the 
reproduction used here); I. Gibson, FGL. I, 
Barcelona, 1985, p. 564-65; Dib., 138, p. 160; M. 
Hernandez, "GL y Salvador Dali: del rutsenor lirico a 
los burros podridos. (Poética y epistolario)”, en L’ 
imposible/posible di FGL, Napoli, 1989, p. 288. 

© Prov.: from the artist to S. Gasch? 

e Coll. Copy of publ. in Fundacion FGL, Madrid. 


142. [Torment of St. Joseph the Patriarch. 1928] 144. 
* India ink on a piece of paper cut froma larger sheet. 
° 160x 115 mm. 
® Title crossed out by FGL, who may have been 
censoring himself: [Suplicto del Patriarca/San 
José}/+. 
© Exhib.: MEAC, Madrid, 1986. 
° Bibl.: G. Prieto, Dibujos de GL, 1949, p. 26; Lorca 
y la generactén del 27, Madrid, 1977, p. 72 
(with modifications); Dib., 136, p. 160. 
* Prov.: from the artist to Juan Guerrero Ruiz. 
* Coll. José Luis Guerrero Aroca, Madrid. 





Pierrot in Honor of Juan Guerrero. Pierrot en honor 

a Juan Guerrero, Nov. 1928. 

° Ink on paper. 

° 222x 195 mm. 

¢ Inscr. on the poster: Honor a / Juan Guerrero. 

¢ Exhib.: MEAC, Madrid, 1986. 

¢ Bibl.: G. Prieto, Dibujos de GL, 1949, p. 17; FGL, 
OC, 1954, etc.; Dib., 139, p. 160. 

° Prov.: from the artist to Juan Guerrero Ruiz. 

© Coll. José Luis Guerrero Aroca, Madrid. 





Song. Cancién. (Granada, 1928.] 

* Dimensions and location unknown. 

© Printed on program for Lorca’s lecture on lullabies, 
"Canciones de cuna espaniolas”. 

© 170x116 mm. 

¢ Bibl.; Illus. in "Aniada, nana, arrolo, vou veri you. 
Canciones de cuna espafolas, conferencia, con 
ejemplos, explicada por FGL, Jueves, 13 de 
diciembre de 1928, a las seis de la tarde, en la 
Residencia de Estudiantes, Pinar, 21"; Dib., 140, pp. 
85 and 161. 

* Coll. copy of program in Fundacién FGL, Madrid. 
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147. Epithalamium. Epttalamio. |Granada, ca. 1928). 


¢ India ink on drawing paper with watermark SAV / 
Ecoles. 160 x 120 mm. 

Title with cross, lower right: Epifalamio / +. 

® Inscr. (on verso): The same title, in red pencil, in 
Lorca's handwriting. 

 Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

© Bibl.: G. Prieto, Dibujos de GL, Madrid, 1949, p. 22; 
FGL, Cartas a sus amigos, 1950, p. 95; Dib., 141, 
pp. 101 and 161. 

© Prov.: from the artist to Juan Guerrero Ruiz, ina 
letter of 1928. 

* Coll. Daniel Zarza, Madrid. 
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148. [Little Dragon with Three Heads, Granada, ca. 1928.) 
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* Ink on paper. Dimensions unknown. 

¢ Inser. lower right: (Editorial Urania). 

* Prov.: For the Urania printshop, in Granada, 
publishers of the magazine gallo? 

* Bibl.: Dib., colophon of the catalogue. 

* Coll. Casa-Museo de FGL, Fuente Vaqueros 
(Granada). 





149, [Portrait and Allegory of Mauricio Bacartsse in the 


Town of Madrid. Granada, ca. 1928.) 

¢ Ink on verso of printed page from a book. 

© 310x 250 mm. 

¢ Inscr.: LA VIDA ES Sueno (LIFE IS A Dream) (above a 
boat), CALDERON (beneath the boat with a bearded 
man), VILLA DE MADRID (on poster), MAURICIO 
(beneath the man), mas EL ESFUERZO y El Paraiso 
Desderiado 1927 (on books: EFFORT and Paradise 
Disdained). The inscription continues beneath the 
drawing: A MAURICIO BACARISSE (POETA) / 
Recuerdo del Ateneo de |sketch of a pomegranate] y 
de sus amigos y / ADMIRADORES 
(To MAURICIO BACARISSE (POET) / This memento of 
the Athenaeum of [sketch of a pomegranate, called 
granada in Spanish] / from his friends and / 
ADMIRERS. 

® Signed: Francisco Garela Lorca (novelist), Luts 
Jiménez Pérez (inventor of stories about BUTES 
[goblins), Valentin Alvarez Cienfuegos, graphologist, 
Francisco Oriol Catena, Manuel F, Montesinos, José 
Maria Pérez Serrabona, Federico Garcia Lorca (poet), 
Antonlo Gallego Burin, Luis A. Cienfuegos, student of 
architecture, Antonlo Gonzélez Cobo, Joaquin Amigo. 

* Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 

* Bibl.; Dib., 143, p. 162. 

* Prov.: From the artist to Mauricio Bacarisse; bought 
from his heirs in Madrid by the present collector 
around 1985, 

* Coll. Ayuntamiento de Granada, 





150. [Figure of a Man, ca. 1927-1928.] 

India ink on laid paper cut from a larger sheet. 

© 162x 121 mm. 

* Exhib.: MEAC, Madrid, 1986; Casa de Espafia, 
Paris, 1990. 

° Bibl.: Dib., 144, p. 162. 

* Prov.: The poet's private collection, found among his 
papers. 

¢ Coll. Fundacion FGL, Madrid. 





151. Venus, [ca. 1927-1928], 

* India ink and colored pencils on laid paper cut from 
a larger sheet with watermark "Ingres". 

* 160 x 120 mm. 

° Title with cross, lower right: Venus / +. 

* Exhib.: Fundacion R. Acosta, 1986; MEAC, Madrid, 
1986; Casa de Espaiia, Paris, 1990. 

* Bibl.; FGL, Dibujos, ed, M. Hernandez, Granada, 
1986, p. 44; Dib., 145, p. 162. 

* Prov.: from the artist to S. Gasch. 

* Private collection, Madrid. 





152. Sea Breeze. Brisa de mar. [ca. 1927-1928]. 


* India ink on laid paper cut froma larger sheet. 

© 155 x 120 mm. 

© Titled lower right: Brisa de Mar. 

eInser.:0/1/2/0/3. 

* Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espaia, Paris, 1990. 

* Bibl.: Dib., 146, p. 163. 

* Prov.: from the artist to S. Gasch. 

° Private collection, Madrid. 


153. Danse Macabre. Danza macabra, |ca. 1927-1928]. 


* India ink on laid paper cut from a larger sheet. 

© 160x120 mm. 

* Titled lower right: Danza macabra. 

* Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espafia, Paris, 1990. 

* Bibl.: Dib., 147, p. 163. 

* Prov.; from the artist to S. Gasch. 

* Private collection, Madrid. 


154. Amor Intellectualis. [Portrait of Dali, ca. 1927-1928]. 
* India ink on laid paper cut froma larger sheet. 
* 160 x 120 mm. 
© Titled lower right: “Amor intelectualis” (sic). 
eInser.: 1 / 1/1. 
e Exhib.: Fundacion R. Acosta, Granada, 1986: 


MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 


* Bibl.: Dib., 150, p. 165. 
* Prov.: from the artist to S. Gasch. 
* Private collection, Madrid. 


155. Serenade. Serenata, [oa. 1927-1928]. 
e India ink on laid paper cut froma larger sheet. 
© 158 x 120 mm. ies 
e Titled lower right: "Serenata". 
 Exhib.; Fundacién R. Acosta, Granada, 1986; 


MEAC, Madrid, 1986; Casa de Espaia, Paris, 1990. 


* Bibl.; Dib, 151, p. 165. 
e Prov.: from the artist to S. Gasch. 
e Private collection, Madrid 


156. 


157. 


[St Sebastian, ca. 1927-1928.] 

* Ink on paper. Copy of a sketch by Dali. 

° 208 x 150 mm. 

 Exhib.: Fundacién R. Acosta, Madrid, 1986; MEAC, 
Madrid, 1986. 

* Bibl.: G. Prieto, Lorea en color, Madrid, 1968; A. 
Rodrigo, Lorca-Dalf Una amistad traicionada, 
Barcelona, 1981, p. 89; I. Gibson, FGL. 1, 
Barcelona, 1985, between pp. 480-481; Dib., 154, p. 
166. 

° Prov.: from the artist to Enrique Gémez Arboleya. 

* Coll. Antonio Arboleya, Madrid. 





[St Sebastian. (Preliminary Study), ca. 1927-1928.] 

¢ Ink on rag paper with a school map on verso signed 
by a child, "Paquito Martin”. 

° 210x 150 mm. 

* Exhib.: Pundactén R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

* Bibl.: Dib., 155, p. 166. 

* Prov.: The poet's private collection, found among his 
papers. 

* Coll. Pundacién FGL, Madrid. 
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158. 


159. 
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Wicked Gypsy. Gitano malisimo, [ca. 1927-1928]. 

* Dimensions and location unknown. 

¢ Inscr, lower right: Es/te] gitano es un hombre / 
malistmo. ;Ojol (This Gypsy ts an extremely wicked 
man. Careful) 

* Bibl.: "FGL", Obras. Revista de constmuccién, 128 
(1977), p. 37. 

* Bibl.: Dib., 156, p. 166. 


° Prov.: from the artist to Enrique Duran, Madrid, ina 


letter of 1928. 








[Pierrot in Blue and Red. Madrid,| 1929. 

e Blue and red pencil on paper. 177 x 116 mm. 

* Dedicated, signed and dated: A “Josefinita", / 
Federico Garcia Lorca. / 1929. / (ensayos del / 
Perlimplin) (To "Josefintta." / Federico Garcia Lorca. / 
1929. / (rehearsals for / Perlimplin). 

e Exhib.: Fundacié6n R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986, 

¢ Bibl.: E.-D. de la Higuera, Mujeres en la vida de GL, 
Granada, 1980, p. 158; Dib., 157, p. 166. 

* Proy.: From the artist to F. de C. 

* Coll. Fina de Calderén, Madrid. 


160. 


161. 





ik, 1929. 

Portrait of a Seated Spanish Lady.] New Yor! 

: India ink and colored pencils on drawing board cut 
from larger sheet. 353 x 280 mm. 

© Signed and dated lower left: Federico Garcia Lorca / 
1929 / New York. 

 Bibl.: Dib., 160, p. 160. 

e Prov.: from the artist to Amelia Agostini y Angel del 
Rio. 

° Coll, Angel del Rio, New York. 





Death of St. Rodegunda. Muerte de Santa Rodegunda, 

New York, 1929. 

° Death of St. Rodegunda. 

* India ink, pencil, and colored pencils on drawing 
paper. 284 x 224 mm. 

* Title, date, and signature at bottom left: Muerte de 
Santa Rodegunda / 1929. New York / Federico 
Garcia Lorca. 

* Exhib.; Ateneo de Huelva, 1932, no. 7; Fundacién R. 
Acosta, Granada, 1986; MEAC, Madrid, 1986; Casa 
de Espafia, Paris, 1990. 

* Bibl.: Luis Romero, Todo Dali en un rostro, 
Barcelona, 1975, p. 302; FGL, Viaje a la luna, ed. 
Marie Laffranque, Braad Editions, 1980, p. 2; M. 
Laffranque, "Equivocar el camino, Regards sur un 
scénario de FGL", en Hommage & FGL, Toulouse, 
1982, pp. 73-92; H. Oppenheimer, Lorca: The 
Drawings, London, 1986, p. 120; Dib., 158, p. 167. 

* Prov.: Private collection of F.G.L. 

* Coll. Fundacion FGL, Madrid. 





162, [Death of St Rodegunda? New York, 1929.} 


e Ink, pencil, and colored pencils on drawing paper. 

© 367 x 587 mm. 

e Exhib.; MEAC, Madrid, 1986. 

° Bibl.: Dib., 159, p. 168. 

e Prov.: from the poet to Amelia Agostini y Angel del 
Rio; to the present collector after it was sold by 
Miguel Angel del Rio. 

Coll. The Pierpont Morgan Library, New York. 





. [Couple: Man and Young Sailor. New York, 1929.] 


e India ink and colored pencils on paper. 

© 250 x 200 mm. 

* Exhib.: MEAC, Madrid, 1986 

© Bibl.: Dib., 161, p. 170. 

® Proy.: from the et to Amelia del Rio Agostin! y 
Angel del Rio; from Sra. del Rio to the present 
collector, 

* Coll. Camilo José Cela. 





164. [Man Taming a Fabulous Beast. New York, ca. 1929.) 165. [Vase on a Roof, New York, ca. 1929-1930.] 166. 
India ink and colored pencils on drawing board cut * India ink, pencil, and colored pencils. On the reverse 
from a larger piece. 373 x 290 mm. 


of a photo of the poet. 
e Exhib.: Fundacion R. Acosta, Granada, 1986; ° 228x 172 mm. 


MEAC, Madrid, 1986. ° Exhib.: Fundacion R. Acosta, Granada, 1986; 


e Bibl.: M. Hernandez, "Ronda de los autorretratos MEAC, Madrid, 1986. 
con animal fabuloso y andalisis de dos dibujos * Inscr.: letters, numbers, and mathematical signs. 
neoyorquinos”, in Dib., pp. 97-107; tbic., 161, p. ° Bibl.: Dib., 163, p. 172 y 109. 
170. * Prov.: from the poet to Amelia Agostini y A. del Rio. 
 Prov.: from the author to Amelia Agostini y Angel del © Coll. Angel del Rio, New York. 
Rio, 


. Coll. Angel del Rio, New York. 





164a. [Figure with Bifid Tongue, New York, ca. 1929.] 
* (On the reverse of Man Taming a Fabulous Beast) 
° India ink. 


* Bibl.: Dib., 162a, p, 172. 





. [Fabulous Beast Approaching a House. New York, oa. 


1929-1930.] 

India ink and colored pencils on paper. 

© 367 x 296 mm. 

Signed with initials hidden on the wall of the house: 
ABCDEFG / ABCDEFG. 

» Exhib.: Galeria Multitud, Madrid, 1974; Galeria 
Banoo de Granada, Granada 1977; Banco de 
Granada and University of Salamanca, 1977; 
Fundacion R. Acosta, Granada, 1986; MEAC, 
Madrid, 1986; Casa de Espana, Paris, 1990. 

e Bibl.: El arte de la ilustracién, Granada, 1973, cover, 
Origenes de la vanguardia espanola: 1920-1936, 
Madrid, 1974, p. 55; L. Garcia de Carpi, La pinta 
surrealista espariola (1924-1936), Madrid, 1986, p. 
181; H. Oppenheimer, Lorca: The drawings, London, 
1986, p. 45; M. Hernandez, "Ronda de los 
autorretratos con animal fabuloso y andlisis de dos 
dibujos neoyorquinos”, en Dib, pp. 107-115; Ibid, 
164, p.173. 

° Prov.: The poet's private collection, preserved by 
Francisco Garcia Lorca. 

* Coll. Gloria Garcia-Lorca de los Rios, Madrid. 





166a. [Eye and Foot on a Plane Surface, New York, ca. 


1929-1930.] 
* On verso of Fabulous Beast Approaching a House. 
* Bibl.: Dib., 164a, p. 173. 
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167. Theorem of Woman Devouring the Moon. Teorema de la 

mujer que se come la luna. [Havana, 1930.] 

* Ink on paper. Dimensions unknown. 

* Signed and dated at lower right; Federico Garcia 
Lorca / Habana 1930. Dedication and title, upper 
left: A Terina de la Torre. / “Teorema de la mujer que 
se come la luna”. 

«Inscr.: 12345/6789 // LUNA; in someone 
else's handwriting, to the right: Sirvié de modelo / 


Teresa de la Parra (Teresa de la Parra served as model). 


Coll. Julieta Campos, Madrid. 





168. {Young Man and Pyramids. New York or Havana, ca. 
1929-1930.] India ink and colored pencils on paper. 
245 x 195 mm. 
© Signed lower right: Federico Garcia Lorca. 

* Bibl.: FGL, Poeta en Nueva York, Mexico, Séneca, 
1940, between pp. 138-139; G. Prieto, Dibwos de 
GL, Madrid, 1949, p. 35; C. B. Morris, Surrealism 
and Spain, Cambridge, 1972, pp. 118-119; Luis 
Cardoza y Aragén, Poesias completas y algunas 

__ prosas, Mexico, 1977, p. 592; FGL, Poeta en Nueva 
York, ed. M. Hernandez, Madrid, 1990, p. 158; Dib., 
166, p. 174; see 288 in this catalogue. 

* Prov.: from the poet to José Bergamin in 1936 for 
the first edition of PNY. From José Bergamin to L. 
Cardoza in Mexico, D.F., ca. 1940. 

* Coll. Luis Cardoza y Aragén, México, D.F. 
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169. 


170. 





* # 


[Sight and Touch, ca. 1929-1930.] 

* India ink and blue and red colored pencil on paper. 
252 x 202 mm. 
Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAG, Madrid, 1986; Casa de Espana, Paris, 1990. 

e Bibl.; Jean Gebser, Lorca, poéte-dessinateur, Paris, 
1949, p. 17; FGL, OC, 1954, etc.; J. Gebser, 
Gesamtausgabe, Schaffhausen, 1975, p. 105; R. 
Santos Torroella, La miel es mas dulce que la 
sangre, Barcelona, 1984, p. 105; L. Garcia de Carpi, 
La pintura surrealista espariola (1924-1936), Madrid, 
1986, p. 175; H. Oppenheimer, Lorca: The Drawings, 
London, 1988, p. 35; Dib., 165, p. 174. 

¢ Prov.: from the poet to J. Gebser ca. 1934-36; from 
Rolf Hammerii, his literary executor, to the present 
collector in 1987. 

e Coll. Fundacién FGL. Jean Gebser series.) 





[Self-Portrait in “Ddooss,” 1931). 

* Dimensions unknown. (Lost or destroyed by its 
owner in 1936-1939.) 

* Bibl.: Ddooss, 3 (Valladolid, March 1931), p. 12, 
with the caption: "Federico Garcia Lorca: i 
Autorretrato” (Federico Garcia Lorca: Self-Portrait); 
A. Rodrigo, Lorea-Dall. Una amistad traiclonada, y 
Barcelona, Planeta, 1981, P. 33; Dib., 167, p. 175. 

* Proy.: from the poet to a José Maria Luelmo, A 
Valladolid, as illustration for "Amantes asesina-dos 
Por una perdiz” ("Lovers Murdered by a Partridge," 
Prose poem published in Ddooss, 3, 1931). : 


171. 
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[Self-Portrait in New York, ca. 1929-1932.] 

India ink on paper? Dimensions and location 
unknown. 

 Bibl.: Verve, I, 4 (Paris, 1939), p. 83, as Self-Portrait 
of the Author in New York, Poeta en Nueva York, 
México, 1940, between pp. 110 y 111; FGL, 
Antologia Poética (1918-1936), Buenos Aires, 1943, 
p- 195; G. Prieto, GL as a Painter, London, [1946], p. 
21; FGL, Le poéte 4 New York, Paris, 1948; G. 
Prieto, Dibujos de GL, Madrid, 1949, p. 33; FGL, 0c, 
1954, etc.; FGL, Poémes, Paris, 1969, p. 43; Eutimio 
Martin, FGL, heterodoxo y mértir, Madrid, 1986, p. 
224; M. Hernandez, "Un dibujo de Lorca: 
Autorretrato en NY’, Ideal (Granada), May 29, 1986, 
p. 26; L. Garcia de Carpi, La pintura surrealista 
espariola (1924-1936), Madrid, 1986, p. 179; H. 
Oppenheimer, Lorca: The Drawings, London, 1986, 
p. 88; FGL, PNY y otras hojas y poemas, ed. M. 
Hemandez, Madrid, 1990, p. 36; Dib., 169, p. 176; 
see 287 in this catalogue. 

¢ Prov.: from the poet to José Bergamin in 1936 as an 
illustration for Poeta en Nueva York. 

© Coll. Copy of Poeta en Nueva York in the Fundacion 
FGL, Madrid. 





[Self-Portrait with Fabulous Beast on His Cheek, 

Madrid, ca. 1929-1931.] 

* Dimensions and location unknown. 

* Bibl.; Mathilde Pomés, "Une visite a FGL’, 
des Poétes, 5 (Brussels, May 1950), the reproduc 
used here; Dib., 168, p. 175. 1), 

* Prov.: from the poet a M. Pomés, in Madrid (April 11, 1931) 


Le Journal 
tion 





173. [Self-Portrait with Fabulous Beast in Black, ca. 1929- 

1931.] 

« India ink on drawing board cut from a larger sheet. 

¢ 195x 160 mm. 

¢ Exhib.: Fundacién R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 

* Bibl.: Membership form for Amigos de la Fundacién 
FGL (1986); H. Oppenheimer, Lorca: The Drawings, 
London, 1986, p. 99; Dib., 170, p. 176; FGL, M. 
Hernandez, ed., Manuscritos neoyorquinos. “Poeta en 
Nueva York" y otras hofas y poemas, Madrid, 1990, 
cover. 

* Prov.: the poet's private collection, preserved by 
Isabel G. Lorca. 

© Coll, Fundaci6n FGL, Madrid. 





174. [Self-Portrait with Flag and Fabulous Beast, ca. 1929- 

1931.] 

* India ink on drawing paper cut from a larger sheet. 
250 x 200 mm. 
Exhib.: Fundaci6n R. Acosta, 1986; MEAC, Madrid, 
1986; Casa de Espana, Paris, 1990. 

* Bibl.; H. Oppenheimer, Lorca: The Drawings, 
London, 1986, p. 99; Dib., 171, p. 177. 

* Prov.: The poet's private collection, preserved by 
Francisco G, Lorca. 

* Coll, Laura Garcia-Lorca de los Rios, Madrid. 


175. 


176. 


[Self-Portrait Embracing a Fabulous Beast, ca. 1929- 177. |Two Figures over a Grave, ca. 1929-1931.] 


1931.] ¢ India ink on rag paper. 
* India ink on drawing board, perforated with a pin * 249 x 202 mm. 
from the back. 


» Exhib.: Pundacién R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1986. 

* Bibl.: H. Oppenheimer, Lorca: The Drawings, 
London, 1986, p. 121; Dib., 176, p. 179. 

* Prov.: the poet's private collection, preserved by 
Isabel G. Lorca. 

* Coll. Fundacién FGL, Madrid. 


* 140x 153 mm. 

* Inser. (play of letters which may forma name): RR / 
a/a/F/A/E. 

* Exhib.: Galeria Multitud, Madrid, 1974; Pundacién 
R. Acosta, Granada, 1986; MEAC, Madrid, 1986; 
Casa de Espana, Paris, 1990. 

* Bibl. Origenes de la vanguardia espafola: 1920- 
1936, Madrid, 1974, p. 54; Trece de Nieve, n.s., 1-2 
(1976), pp. 3 and 237; FGL, OC, 1977, vol. I. p. 
1333; H. Oppenheimer, Lorea: The Drawings, 
London, 1986, p. 99; Dib., 172, p. 177. 

* Prov.: The poet's private collection, preserved by 
Francisco G. Lorca. 

* Coll. Laura Garcia-Lorca de los Rios, Madrid. 





178. The So[n of a Bitch?). El hi, [ca. 1929-1931}. 

* India ink on rag paper. 

* 249 x 203 mm. 

Title: El AL 

* Exhib.: Pundaci6n R. Acosta, Granada, 1986; 
MBEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 

* Bibl.: H. Oppenheimer, Lorca: The Drawings. 
London, 1986, p. 121; Dib., 174, p. 178. 

* Prov.: the poet's private collection, preserved by 
Isabel Garcia Lorca. 

* Coll. Fundacién FGL, Madrid. 





Whore and Moon. [ca. 1929-1931] 

* India ink and colored pencils on rag paper. 

¢ 240 x 190 mm. 

e Inscr.: Puta y Luna / y Pota / Pita / Peta / Pata. 

* Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 

* Bibl.; H. Oppenheimer, Lorca: The Drawings, 
London, 1986, p. 48; Dib., 173, p. 178. 

* Prov.: the poet's private collection, preserved by 
Isabel G. Lorca. 

© Coll. Fundact6n FGL, Madrid. 
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179. [Three Sailors and Cabin Boy, ca. 1929-1931.] 


180. 
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e Ink and colored pencils. 255 x 200 mm. Location 
unknown. 

e Dedicated and signed on the leg of one of the sailors: 
‘A Matilde, / Recuerdo de / la madrugada / en mi 
casa / Federico / 1931 (For Mathilde. / In memory of 
/ the early hours / at my house / Federico / 1931). 

» Bibl.: Mathilde Pomés, "Une visite a FGL", Le Journal 
des Poétes, 5 (Bruselas, May, 1950); FGL, 
Romancero gitan... Paris, 1954, p. 152 (illus.); 
catalogue Manuscrites et correspondances 
autographes, "Marines en goguette", num 23, Galerie 
Drouot, Paris (September 19, 1977), the 
reproduction used here; E. Martin, "Un poema y un 
dibujo inéditos de GL", Insula, 880-381 (1978), p. 1; 
Db., 177, p. 180. 


 Prov.: from the artist to M. Pomés, en Madrid, April 


11, 1931; sold in Paris, Galerie Drouot, in 1977. 





[Comer of Granada. Santiago de Compostela, 1932,] 

Ink on paper. (probably on a page from Poema del 
cante jondo, 1931). 

° 146x 105 mm. 

* Exhib.: Fundaci6n R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; 

* Bibl.: FGL, Canciones y poemas, Dibujos de FGLy 
Brabados en madera de Luis Seoane, Buenos Aires, 
1965, n. p.; Dib., 178, p. 180. 

* Proy.: According to a note on the back of the framed 
drawing: "House and fountain in Granada, by Garcia 
Lorca, drawn in Santiago de Compostela in 1932 [for 
L. Seoane?] and now owned by Dr. Simon 
Scheinberg, in Buenos Aires.” 

* Coll. Museo Nacional de Bellas Artes, Buenos Aires, 
Argentina. (Donated by Sim6n Scheinberg, 1977). 


181. [Bust of a Dead Man, ca. 1932.] 

« Ink and colored pencils on paper? 

e Dimensions and location unknown. 

* Bibl.: FGL, Poeta en Nueva York, Mexico, 1940, 
tipped in between pp. 28-29; G. Prieto, Dibwos de 
GL, Madrid, 1949, p. 42; H. Oppenheimer, Lorca: 
The Drawings, London, 1986, p. 92; FGL, PNY y 
otras hojas y poemas, ed. M. Hemandez, Madrid, 
1990, p. 12; Dib., 179, p. 181; see 285 in this 
catalogue. 

* Prov.: from the artist to José Bergamin in 1936 for 
the first edition of PNY. 

© Coll. Copy of PNY in Fundacion FGL, Madrid. 





182. [Sexual Forest, ca. 1932.) 


* India ink on paper? Dimensions and location 
unknown. 

* Bibl.: Verve, I, 4 (Paris, 1939), p. 84; FGL, Poeta en 
Nueva York, ed. José Bergamin, México, Séneca, 
1940, between pp. 64-65, the reproduction used 
here; G. Prieto, GL as a Painter, London [1946], p. 
27; G. Prieto, Dibujos de GL, Madrid, 1949, p. 34; 
FGL, OC, 1954, etc.; L. Garcia de Carpi, La pintura 
surrealista espariola (1924-1936), Madrid, 1986, p 
173; FGL, PNY y otras hojas y poemas, ed, M. a 
Hermandez, Madrid, 1990, p- 111; Dib., 184, p. 183; 
Eas ue in fs catalogue. poe } 

© Prov.: from the é i 
een Se José Bergamin in 1936 for 


* Coll. Copy of PNY in Fundacion FGL, Madrid. 





. St. Christopher. San Cristébal, [ca. 1929-1932}. 


India ink and colored pencils on drawing paper 
glued to another support. 

© 214x 169 mm. 

¢ Titled and signed lower right: San Cristébal - 
Federico Garcia Lorea. 

e Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espaiia, Paris, 1990. 

e Bibl.: H. Oppenheimer, Lorca: The Drawings, 
London, 1988, p. 83; Dib., 175, p. 179. 

 Proy.: The poet's private collection, preserved by 
Isabel G. Lorca. 

e Coll. Fundacion FGL, Madrid. 





184, Spanish Dancer. Bailarina espanola, [ea. 1929-1932]. 


e India ink and colored pencils on paper. 

© 248 x 200 mm. 

+ Titled and signed lower right: Bailarina Espariola- 
Federico Garcla Lorca. 

* Inscr.: ALTE PURO / Celveza / MIELDA (PURE 
AHHHT / Beer / Shit) Lorca is parodying regional 
dialect.) 

« Exhib,: Ateneo de Huelva, 1932, no. 3; Fundacion 
Acosta, Granada, 1986; MEAC, Madrid, 1986; Cas 
de Espafia, Paris, 1990. 

* Bibl.: A. Rodrigo, Lorca-Dalt. Una amistad 
traiclonada, Barcelona, 1980, p. 145; H. 
Oppenheimer, Lorca: The Drawings, London, 1986. 
p- 29; Dib., 180, p. 181. 

* Coll. Concepcion Fernandez-Montesinos, Madrid. 
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185. [Clown with Double Face. Murcia, 1933.] 
* Ink on paper. 
¢ 74x 115mm. 
* Signed lower right: Federico Garcia Lorca. 


187. Amor Novo. [Buenos Aires, Dec. 1933]. 


* India ink on rag paper. 305 x 223 mm. 
* (On the back of the cardboard used in framing this 


189. [Young Man and Sailor.| Buenos Aires, 1934. 
¢ In Fébula, 6 (Buenos Aires, July-August, 1937), La 
Plata, Argentina, tipped in between pp. 100-101 (the 


Picture, an erudite bibliographical note unrelated to reproduction used here). 
* Dedication upper left: A Manuel Garcia Vifiolas. the drawing, in the hand of Ricardo E. Molinari). ° 240x175 mm. 
« Exhib.: MEAC, Madrid, 1986. * Signed (on the spine of the book-tombstone): * Bibl.: FGL, Le Poéte & New York, Paris, 1948; FGL, 
 Bibl.: José Maria Peman, "Garcia Lorca", ABC, Federico Garcta Lorca. Titeres de Cachiporra, Buenos Aires, 1953, p. 9; 
December 5, 1948, p. 3; M. C. Millan, "Un inédito de * Inscr.: AMOR / NOVO. FGL, OC, 2nd and later eds. David L. Loughran, 
GL", Cuademos Hispanoamericanos, 433-434 * Exhib.: Pundacién R. Acosta, Granada, 1986; FGL. The Poetry of Limits, London, 1978, pp. 17-18; 
(1986), p. 31; Dib., 181, p. 182. MEAC, Madrid, 1986. Dib., 186, p. 183. 
° Prov.: from the artist to Garcia Vinolas, in Murcia, * Bibl.: Salvador Novo, Seamen Rhymes, Buenos * Coll. Copy in library of Mario Hernandez, Madrid. 
1933, with the words: "I'm going to give you my self- Aires, Francisco A. Colombo, 1934, tipped in 
portrait" (see M.C. Millan). between pages 10 and 11; G. Prieto, Dibujos de GL, 
* Coll. Manuel Augusto Garcia Vifiolas, Madrid. Madrid, 1955, n. p.; FGL, OC, 2nd and later eds.; 
Dib., 183, p. 182. 


* Prov.: from FGL or S. Novo to Francisco A. Colombo, 
1934, (testimony of Osvaldo Colombo to M.H. in 
1985); purchased in Madrid, 1981, from an 
Argentine exile who said he had acquired it froma 
bookstore in Buenos Aires. 

* Coll. Mario Hernandez, Madrid. 





190. The Drunken Sailor. El marinero borracho. Montevideo, 
1934. 
* Ink in an autograph album. 
¢170x 235 mm. 
* Titled, signed and dated upper right: El marinero 

borracho / Federico Garcia Lorca 1934 / Montevideo. 

¢ Inscr.: ROMA, AMOR, ROM (ROME, LOVE, ROM). 
* Bibl.: Trece de Nieve, n.s., 1-2 (1976), p. 28; Dib, 


186. [Head of a Sailor. Buenos Aires, December, 1933.] 

* India ink on paper. 

* 198 x 140 mm. 

* On the back, on the white Bristol to which the 
drawing has been glued, is the following note in 
Molinan'’s handwriting: "Original sketch by Federico 
Garcia Lorca for the book Seamen Rhymes by 
Salvador Novo dedicated to Ricardo E. Molinari, 





{ . \ 187, p. 184. 
published in 1934. Gift from Molinari to Vicente * Prov.: from the author, in the Spanish Embassy, 
. RReReen R. Acosta, Granada, 1986; 188, [Sailor from the "Amor’. Buenos Aires, 1934). GeArh Lagu Seu ea 
MEAG, Madrid, 1986; Casa de Espaiia, Paris. : Ie eon Le Seaae * Coll, Maria Teresa Diez-Canedo, México, D.F. 
* Bibl.: Dib., 182, p, 182. 2 Z r 
* Coll. Fundacién FOL. (Donated by Irma Ester Nobile, * Inser. (on oe seats ee ae: 
widow of Barbieri, to Isabel G. Lorca, Montevideo, e Exhib.; Fundaci6n R. . . 
1985) MEAC, Madrid, 1986. 


Bibl.: Dib., 185, p. 183. 
: Prov.: from the artist to Gabriel Manes en 1934. 


* Coll. Fabio Manes, Buenos Aires. 
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192. 


206 


. [Sailor from the "Maria Luisa".] Montevideo, 1934, 








* Ink, pencil and blue and red pencils in an autograph 
album. 

° 155x 195 mm. 

* Signed and dated lower right: Federico Garcla Lorca 
/ Montevideo 1934. 

© Inscr.: M. LUISA, VINOS (M. LUISA, WINES). 

* Bibl. Trece de Nieve, n.s., 1-2 (1976), p. 158; Dib, 
188, p. 184. 

© Prov.: from the author, in the Spanish Embassy, 
with Enrique Diez-Canedo, Montevideo, 1934, for 
one of his daughters. 

¢ Coll. Maria Luisa Diez-Canedo, Nerja (Malaga). 





[Sailor from the “Moreno”, 1934.) 

* India ink on paper? 

* Dimensions and location unknown, 

* Inscr.; MORENO / BIERE / VINOS / AMO (BROWN / 
BEER / WINE / I LOVE). 

* Bibl.: G. Pricto, Dibujos de GL, Madrid, 1949, p. 13, 
the reproduction used here; Dib., 189, p. 184. 


193. 





194. 





[Noctume: Fruit Bowl with Lemons and an Orange. 

Granada,] 1934. 

e Ink and pastels on drawing board. 

° 500x510 mm. 

© Dedicated, signed and dated lower right: A mis 
primos Carmen y Vicente / Federico / 1934 (To my 
cousins Carmen and Vicente / Federico / 1934). 

e Exhib.; Fundacion R. Acosta, Granada, 1986; 
MEAG, Madrid, 1986. 

° Prov.: Wedding gift for Carmen Garcia Gonzalez y 
Vicente Lopez Jiménez (Granada, 1934), who bought 
Lorca the drawing board and pencils. The frame was 
chosen by the poet. 

° Coll. Heirs of Vicente Lopez Jiménez. Granada. 


[Noctume: Frut Dish with Two Lemons, ca. 1934.] 

* (On verso: Costume Design for Currito, ca. 1934- 
1936. See 320 in this catalogue.) 

* India ink and colored pencils on white drawing 
board cut crookedly from a larger sheet. 

° 182x 255 mm. 

* Exhib.: Fundaci6n R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 

* Bibl.: Retama, 3 (Cuenca, May, 1986), p. 58; H. 
Oppenheimer, Lorca: The Drawings, London, 1986, 
Pp. 113; Dib., 192, p. 185. : 

* Prov.; the poet's private collection, 
Isabel G, Lorca. 

* Coll. Isabel Garcia Lorea, Madrid. 


preserved by 


195. 





196. 





ee aie 


[Signature with Vegetal Motifs and lines from "Mariana 

Pineda”. Madrid, 1935.) 

e Ink on paper. 242 x 156 mm. 

Dated lower right: Madrid 1935. 

¢ Inscr.; A Ia orilla del agua / Sin que nadie la viera / 
Se murié mi esperanza! (At the edge of the water / 
unseen by anyone / my hope died). 

e Exhib.: Fundacién R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 

¢ Bibl.: Dib., 193, p. 186. 

° Prov.: from the artist to Corina Puppo; donated by 
her to Isabel Garcia Lorca in Montevideo, 1985. 

* Coll. Fundacion FGL, Madrid. 


Sea ei a aie 


[Signature with Reflected Moon.| Barcelona, 1935. 

¢ Ink on paper. 

* 160 x 235 mm. 

* Dedication upper right: A Margarita Xirgu. Barcelona 
1935. 

 Bibl.: A. Guibert and Parrot, FGL, 1947; G. Pricto, 
Dibujos de GL, Madrid, 1949, pp. 1, 41; J.L, Cano, 


FOL. Biografia, Barcelona, 1962, jacket and p. 101: 
ABC, November 6, 1966; Rafael Alberti, "Lineas Y 
colores", Trece de Nieve, n.s., 1-2 (1976). p. 1151 
Dbb., 194, p. 186. 


* Coll. Margarita Xirgu Rico, Badalona (Barcelona): 


197. [Signature with Vegetal Motifs.| Barcelona, 1935. 

¢ Ink in an autograph album. 

* 255 x 200 mm. 

* Dedicated upper center: Para mis queridos amigos la 
encantadora familia Gill (For my friends, the 
charming Gilt family). 

© Dated lower right: Barcelona 1935. 

 Bibl.: A. Rodrigo, GL en Cataluna, Barcelona, 1975, 
p. 395; Dib., 195, p. 186, 

* Coll. Familia Gili-Barbat, Barcelona. 


(Rass aes inh 
Risse = tea De metrale 
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199. [Signature with Vegetal Motifs.| San Sebastian, 1936. 

* Ink in autograph album. 220 x 160 mm 

* Dedicated upper left: Para Gaztelu-Bide / Recuerdo 
muy caririoso de su entrevista (For Gaztelu-Bide / An 
affectionate souvenir of her interview). 

* Dated lower right: San Sebastian -1936- [In another 
hand:] 12. 

* Bibl.: Dib., 197, p. 187. 

* Coll. Restaurante Gaztelu-Bide, San Sebastian. 


201. 





Shit Mierda. [Calligram, ca. 1934-1936]. 

¢ India ink on paper. 

° 251 x 199 mm. 

* Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 

* Bibl.: Gustavo Pittaluga, La romeria de los comudos, 
Madrid, 1955, cover; Dib., 199, p. 188. 

* Prov.: The poet's private collection, preserved by 
Isabel Garcia Lorca. 

* Coll. Fundacion FGL, Madrid. 





198. [Clown with Double Face], 1936. 

» Blue ink on paper. 220 x 160 mm. 

* Divided signature and date: Fe / derico / 1936. 

© Stamp: "Biblioteca M. Torra-Balani, Parisiis", with 
shield in center. 

* Exhib.: Pundaci6n R. Acosta; MEAC, Madrid, 1986. 

* Bibl.; FGL, Poéte a New-York, Paris, 1948, p. 8; A. 
Rodrigo, GL en Cataluna, Barcelona, 1975, p. 349 y 
430-31; Dib., 196, p. 187. 

* Prov.: from the artist to M. Torra-Balari, who 
remembers that the poet "drew his portrait” the last 
time they saw each other. 

* Coll. Mauricio Torra-Balari, Barcelona. 


200. [Priapic Pierrot, ca. 1932-1936.] 

* India ink and colored pencils on drawing board cut 
from a larger sheet. 245 x 184 mm. 

 Exhib.: Fundacién R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espaiia, Paris, 1990. 

 Bibl.: Jean Gebser, Lorca, poéte-dessinateur, Paris, 
1949, p. 19; FGL, OC, 1954, etc.; G. Prieto, Dibujos 
de GL, Madrid, 1955, n. p.; Dib., 198, p. 187. 

« Prov.: from the artist to J. Gebser ca. 1934-36; from 
Rolf Hammerii, his literary executor, to the present 
collector in 1987. 

Coll. Fundacién FGL, Madrid. (Jean Gebser series.) 


202. 


[Sailor and Column, ca. 1934-1936.] 

* India ink on paper. 

© 265 x 200 mm. 

© Signed lower right: Federico Garcia Lorca. 

 Exhib.: Pundacién R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

* Bibl.: G. Prieto, Dibujos de GL, Madrid, 1949, p. 31; 
FGL, OC, 2nd and later eds.; Dib., 200, p. 188. 

* Prov.: from the artist to J. Caballero. 

* Coll. José Caballero, Madrid. 


207 





203. [Vase, ca. 1934-1936.) 
e India ink and colored pencils on rag paper. 
* 278 x 200 mm. 
* Exhib.: Pundacién R. Acosta, Granada, 1986; 
MEAG, Madrid, 1986. 


° Bibl.; FGL, “Siete poemas y dos dibujos inéditos”, ed. 


L. Rosales, Cuademos Hispanoamericanos (July- 
August, 1949), between pp. 6-7; G. Prieto, Dibujos 
de GL, Madrid, 1949, p. 6; H. Oppenheimer, Lorca; 
The Drawings, London, 1986, p. 123; Dib., 203, p. 
189. 

* Proy.: from the artist to L. Rosales at an unknown 
date. 

* Coll. Luis Rosales, Madrid. 
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204, (Terrace and Column, ca. 1934-36.] 

e n T.. 220 x 160 mm 

e Sep eR aaa R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 

 Bibl.; Jean Gebser, Lorea, poéte-dessinateur, Paris, 
1949, p. 15; FGL, OC, 1954, etc.; G. Prieto, Dibujos 
de GL, Madrid, 1955, n. p.; H- Oppenheimer, Lorca: 
The Drawings, London, 1986, p. 39; Dib., 200, p. 
188. 

 Proy.; from the artist to J. Gebser ca. 1935-36; from 
Rolf Hammerli, his literary executor, to the present 
collector in 1987. 

* Coll, Fundacion FGL, Madrid. Jean Gebser series.) 
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205. [Bird Figure, ca. 1935-1936]. 

* Ink on paper., with signature in India ink. 

* 220x 160 mm. 

* Signed lower right: Federico Garcia Lorea. 

* Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 

* Bibl.: Jean Gebser, Lorca, poete-dessinateur, Paris, : 
1949, p. 21; FGL, OC, 1954, etc.; G. Prieto, Dibujos 
de GL, Madrid, 1955, n. p.; H. Oppenheimer, Lorca: 
Pee rewtios: London, 1986, p. 83; Dib., 202, p. 

* Prov.: from the artist to J. Gebser ca. 1935-36; fi 
Rolf Hammer pane 
ee are literary executor to the present 


* Coll. Fundacién FGL, Madrid. (Jean Gebser series.) 





é 


206. [Luclfer, ca. 1935-1936.] 

e Ink on paper. 

© 220x 160 mm. 

* Signed lower right: Federico Garcia Lorca. 

e Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espafia, Paris, 1990, 

e Bibl.; Jean Gebser, Lorea, poéte-dessinateur, Paris, 
1949, p. 13; FGL, OC, 1954, ete.; FGL, Poemes, 
Paris, GLM, 1969, p. 26; G. Prieto, Lorea y su mundo 
angélico, Madrid, 1972, p. 57; Jean Gebser, 
Gesamtausgabe, Schaffhausen, 1975, p. 96; H. 
Oppenheimer, Lorca: The Drawings, London, 1986, 
p. 20; Dib., 142, p. 161. 

* Prov.: from the artist to J. Gebser ca. 1935-36; from 
Rolf Hammerli, his literary executor, to the present 
collector in 1987. 

Coll. Fundacion FGL, (Jean Gebser series.) 


207. |Vase with Three Fish, ca. 1935-1936] 


* India ink on rag paper. 

* 231 x 165 mm. 

* Signed lower right: Federico Garcia Lorca. 

 Exhib.: Pundactén R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 

 Bibl.: Hans Gebser, Gedichte eines Jahres, Berlin, 
1936, cover; Jean Gebser, Lorca, poéte-dessinateur, 
Paris, 1949, p. 8; FGL, OC, 1954, etc.; FGL, 
Antolog(a Poética, ed. Andrew A. Anderson, Granada, 
1986, cover and title page; H. Oppenheimer, Lorea: 
The Drawings, London, 1986, p. 122; Dib., 204, p. 
190. 

* Prov.: from the artist to J. Gebser ca. 1935-36, to 
illustrate his book Gedichte eines Jahres; from Rolf 
Hammer, his literary executor to the present 
collector in 1987. 

* Coll. Fundact6n FGL, Madrid. (Jean Gebser series.) 


208. 


209. 





[Vase with Two Floating Fish, ca. 1935-1936.] 

* India ink on rag paper. 231 x 165 mm. 

* Exhib.: Fundacién R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espafia, Paris, 1990. 

* Bibl.: Hans Gebser, Gedichte eines Jahres, Berlin, 
1936, jacket; Jean Gebser, Lorca, poéte-dessinateur, 
Paris, 1949, p, 33; FGL, OC, 1954, etc.; Jean 
Gebser, Gesamtausgabe, Schaffhausen, 1975, p. 
135; H. Oppenheimer, Lorca: The Drawings, London, 
1986, p. 122; Dib., 205, p. 190. 

* Proy.: from the artist to J. Gebser ca. 1935-36, to 
illustrate his book Gedichte eines Jahres; from Rolf 
Hammerli, his literary executor, to the present 
collector in 1987. 

* Coll. Fundacion FGL. (Jean Gebser series.) 





Park. Parque. [ca. 1935-1936]. 

Dimensions and location unknown. 

* Titled and signed lower center: -Parque Federico 
Garela Lorca. 

* Bibl.: Le temps de la poesie, 2 (Paris, 1948); Jean 
Gebser, Lorca, poéte-dessinatew, Paris, 1949, p. 23 
(the reproduction used here); FGL, O€, 1954, etc.; 
Jean Gebser, Gesamtausgabe, Schaffhausen, 1975, 
p. 117; Dib., 206, p. 190. 

» Prov.; from the artist to J. Gebser. Not found in the 
series bought by the Fundacion in 1987. 





210. [Park with Enveloping Line, ca. 1935-1936.] 


* India ink on rag paper. 

* 226 x 165 mm. 

e Exhib.: Fundacién R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 

° Bibl.: Jean Gebser, Lorca, poéte-dessinateur, Paris, 
1949, p. 25; FGL, OC, 1954, etc.; G. Prieto, Dibufos 
de GL, 1955, n. p.; Jean Gebser, Gesamtausgabe, 
Schaffhausen, 1975, p. 121; L. Garcia de Carpi, La 
pintura surrealista espariola (1924-1936), Madrid, 
1986, p. 181; H. Oppenheimer, Lorca: The Drawings, 
London, 1986, p. 95; Dib., 207, p. 190. 

* Prov.: from the artist to J. Gebser ca. 1935-36; from 
Rolf Hammerli, his literary executor, to the present 
collector in 1987. 

Coll. Fundacién FGL, Madrid. Jean Gebser series.) 
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211. 
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[Face with Arrows, ca. 1935-1936.] 

* India ink on rag paper. 

* 231 x 165 mm. 

* Signed beneath the face, to the right: Federico 
Garcia Lorea. 

* Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 

* Bibl.; Jean Gebser, Lorca, poéte-dessinateur, Paris, 
1949, p. 27; FGL, OC, 1954, etc.; C. Rivas Cherif, 
"Poesia y drama del gran Federico. La muerte y 
pasion de GL", Excelsior, México, Jan. 15, 1957; 
Jean Gebser, Gesamtausgabe, Schaffhausen, 1975, 
p.125; L. Garcia de Carpi, La pintura surrealista 
espanola (1924-1936), Madrid, 1986, p. 178; H. 
Oppenheimer, Lorca: The Drawings, London, 1986, 
p. 47; Dib., 208, p. 191. 

* Prov.: from the poet to J. Gebser ca. 1935-36; from 
Rolf Hammer, his literary executor, in 1987. 

* Coll. Fundaci6n FGL, Madrid. Jean Gebser series.) 


212, 


a 





. [Face with Two Arrows, oa. 1935-1936.] 

* India ink on rag paper. 

¢ 231 x 165 mm. 

® Signed to the right beneath the face: Federico Garcia 
Lorea. 

* Exhib.; Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espaiia, Paris, 1990. 

° Bibl.: Jean Gebser, Lorca, poéte-dessinateur, Paris, 
1949, p. 29; FGL, OC, 1954, etc.; Jean Gebser, 
Gesamtausgabe, Schaffhausen, 1975, p. 129; H. 
Oppenheimer, Lorca: The Drawings, London, 1986, 
Pp. 47; Dib., 209, p. 191. 

* Prov.: from the artist to J. Gebser ca. 1935-36; from 
Rolf Hammer, his literary executor, to the present 
collector in 1987. 

* Coll. Fundacién FGL, Madrid. (Jean Gebser series.) 


213. 





. [Severed Hands, ca. 1935-1936.] 

¢ India ink on rag paper. 231 x 165 mm. 

* Signed beneath the hands, to the right: Federico 
Garcta Lorca. 

 Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 

° Bibl.: Jean Gebser, Lorca, poete-dessinateur, Paris, 
1949, cover, title page and p. 31; FGL, OC, 1954, 
etc.; G. Prieto, Dibujos de GL, Madrid, 1955; C. B. 
Morris, Surrealism and Spain. 1920-1936, 
Cambridge, 1972, between pp. 118-119; Jean 
Gebser, Gesamtausgabe, Schaffhausen, 1975, p. 
133; R. Santos Torroella, La miel es mas dulce que la 
sangre, Barcelona, 1984, p. 106; L. Garcia de or 
La pintura surrealista espafiola (1924-1936), Madrid, 
1986, p. 177; H. Oppenheimer, Lorca: The Drawings, 
London, 1986, p. 35; Dib., 210, p. 191. 

¢ Prov.: from the artist to J. Gebser ca. 1935-36; from 
Rolf Hammerli, his literary executor, to the present 
collector, in 1987. 

* Coll. Fundaci6n FGL, Madrid. Jean Gebser series.) 





I. Impresiones y paisajes [Impressions and 

Landscapes]. First edition. 

Granada: Ventura Traveset, 1918. 

192 x 125 mm, BOOKS BY FGL wiTH. 
Lorca’s treatment of his subjects did not depend on the 


supports he utilized for his drawings. But the supports did DEDICATIONS AND DRAWINGS 


influence his selection of themes and motifs. There is 
special reason for gratitude when the support is a book: 

Lorca's fragile media (ink, rarely India ink, and colored (1924-1936) 
pencils) have preserved their delicate, difficult balance 
thanks to the pages enclosing the dedication or illustration 
over the years. Unlike most of Lorca’s other drawings, in 








the drawings done in books the colors have kept their a ee eel 


original freshness. It is true that a few pieces have been 
mutilated: binders wanting to remodel an old book have 
sometimes cropped the pages, carrying away the ends of ‘ iN Ae 

lines or entire words in neues and titles i M ONL F ™ ol, . 

The graphic works done in books can be divided into 
three groups. The first includes the vignettes that serve as f ( 
cordial accompaniment to the dedications: the usual © GuaBycle 
branches with lemons; the tall signatures with vegetal 
motifs; or stylized gypsies shown from the waist up, in U 
nineteenth-century costume, who emerge from the bottom 6 | eet - 
right-hand comer of the page. Apart from these series and — eae NS ra Der tel oe aid 
certain others, Lorca elects his themes freely: from a hearse pe Bat oan ee ay 
driver to the furious head that ferociously opens its mouth | y 
and proclaims: "I am the Spanish lion.” | 

A second group includes drawings that illustrate | 
poems or sections of books. These drawings give us the 
poet's graphic vision of his own literary work. Exceptionally : \, 
good examples are the copies of the Gypsy Ballads which QY CLA EQ, 
Lorca illustrated for Emilia Llanos (1928), Rafael Suarez 
Solis (1930) or Pablo Suero (1934), the Songs for Juan ee 
Marinello (1930), the Lament for Ignacto Sanchez Mejfas for 
the painter Juan Antonio Morales (1935), or the special = 142 q- 19 41 = 
copy of the Ballads done for Eduardo Rodriguez Valdivieso, AGI 
a fellow Granadan (1936), Also included in this group are 
the illustrations the poet prepared for his publishers: the 
two covers for the Gypsy Ballads (first and fifth editions) or 
the drawings that illustrate Marlana Pineda and are 
reproduced, in a mediocre fashion, in the first edition in 
1928, 

A third, smaller group includes drawings which 
achieve a certain independence from the support. Here the 
poct utilizes -as he would have utilized any loose sheet of 
paper or drawing board- the endpapers of his books, or 
blank pages inside the volume. In 1928, for example, Lorca 
draws a new Venus in a copy of the Gypsy Ballads for the 
painter Néstor, and in 1930 he writes the number 14 
(perhaps the day of the month) and creates a mysterious 
still life around it, with a pear and die. This last sketch fs 
found in the copy of Songs dedicated to Juan Marinello. 
The lovely illustrations border on graphic commentary, but 
move away into pure fantasy, The poet remained faithful, 


OR ieee 


Impresiones y Paisaies 


215. [Signature of 1935 with Lorca's imitation of his own 

signature of 1918, Seville, 1935.] 

Ink on half-title page. 

* Dedication: Para Adriano. Después de una amistad / 
de diectstete anos. / Un gran abrazo de / Federico- y 
/ Federico (For Adriano. After a friendship / of 17 
years, / A big hug from / Federico- and / Federico. 

® The copy is dedicated: To my friend Adriano, a poet 
who, amidst modern Daphnephorias, carries his 
laurel branch and fixes his gaze passionately on the 
marvelous Rubén [Dano], and who, with his crown 
of gold and his royal cloak, plays the role of a 





always, to freed b Daphnepher. Affectionately, Federico. Today, June 

Throuae eae po os ae Lorca's 214. [Pierrot], Granada, 1929. 3, with much sunshine and much melancholy, 
bibli , again and « Ink on title page for the prologue. : 1918. i 
ach ERR eg Fae caueeataeugh * Dedication which begins at the top of a Bee -  Exhib.: Fundacion R. Acosta, Granada, 1986; 

ss rea. 
Spain and America. This bio-bibliographical phenomenon Met eg i Renee a Bede De: arc a : MEAG, Madrid E aes 
GEOe eae eee Tea eae With warm regards from / Federico Garcia Lorea. / - * Prov.: from the author to Adriano ce iyi 2 Seville, 
iiaihren(iti et! : 1929-1918- / Alhambra.) 1935, using the copy which Lorca had already 
peices Fini iy. ie a Ee ise Aeon + Exhib.; Fundacion R. Acosta, Granada, 1986; dedicated to Del Valle in 1918. 
Se ce : MEAC, Madrid, 1986. * Coll. Adriano del Valle, Jr. Madrid. 


have included from the previous series certain information 
conceming the drawings which José Bergamin included in 
his edition of Poet in New York. 


Bibl.: Dib., 211, p. 193. 
5 Coll. Maria Andrada-Vanderwilde, Madrid. ms 


216. Copy dedicated to Juan Vicens, 1924. 
* Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAG, Madrid, 1986. 
 Bibl.: Dib., 213, p. 193. 
* Coll. Maria Luisa Gonzalez, widow of J. Vicéns. 





216.1 [Branches with Lemons], Madrid, 1924. 
* Ink and colored pencils on fly-leaf. 
 Inscr.: A Juantlo Vicéns, / de / Federico, / Madrid / 
Residencia de Estudiantes. / 1924). 


Il. Libro de poemas [Book of. Poems]. 
First edition. 

Madrid: Imprenta Maroto, 1921. 

190 x 125 mm. 


217. 





[Fountain and Two Cypress Trees.] Madrid 1924. 

Ink and colored pencils on fly-leaf. 

* Inser.: Para José Morales Alarcén / con el deseo de 
verle en Granalda] / Federico / Residencia de 
estudiantes / Madrid 1924 (For José Morales Alarcén 
/ in hopes of seetng him in Granada / Madrid 1924). 

* Exhib.: Fundaci6n R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

© Bibl.; Dib., 214, p. 194. 

* Prov.; Bought by the present collector in a second- 
hand bookstore in Madrid. 

* Coll. Frangois Lépez, Bordeaux. 


219. 





[Girl with Hoopskirt and Ring, Madrid 1924.] 

¢ Ink on loose inner page, on the back of the poem 
entitled "Suefio” (Dream). Signed lower right: 
Federico. 

* Bibl.; G. Prieto, Dibufos de GL, Madrid, 1949, p. 5; 
Dib., 216, p. 194. 

¢ Coll. Fundact6n Gregorio Prieto, Valdepenas. 





216.2 A Desperation of Tea. La desesperacién del té, 
(Madrid, 1924] 
* Ink and colored pencils on a blank page of the book 
Ip. 256]. 
* Inscr.: "(Tél” (Teal), repeated thirteen times. 
* Bibl.; I. Gibson, FGL, 1, Barcelona, 1985, p. 371 and 
illus, 32. 
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218. 


{Branches With Lemons,] Madrid 1924, 

* Ink and colored pencils on a loose fly-leaf which 
seems to have belonged to Libro de ‘poemas. 

* Dedication: A Gregorio Prieto. / Con un abrazo de / 
Federico, / Residencia de Estudiantes (tercer 
Pabellén) / 1924 (For Gregorio Prieto, / With a hug 
from Federico. / Residencia de Estudiantes (third 
puta) / 1924), 

. .: New York World's Fair, S; 
fae spanish Pavillion, 

* Bibl.: G. Prieto, Dibwos de GL, Madrid, 19. 4 
Dib, 215, p, 194. eee 

* Prov.: from the author to G. Prieto the ear thi 

rn t. 

* Coll. Fundaci6n Gregorio Pricto, Walaa ee 


220. 


[Ship and Lemons,] 1931. 

* Ink, on the page of the printed dedication. 

* Dedication: Para Marta Cartagena. / Recuerdo de 
admuiractén y simpatia / Federico Garcta Lorca / 
1921-1931- (For Marta Cartagena. / Souvenir of my 
admiration and friendship / Federico Garcta Lorca / 
1921-1931-. 

* Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

* Bibl.: Dib., 217, p. 194, 

* Coll. Maria Andrada-Vanderwilde, Madrid. 


Ill. Canciones [Songs]. First Edition 
Malaga: Litoral, 1927. 
170 x 120 mm. 


221. Copy dedicated to Sebastian Sanchez Juan. 

Barcelona, 1927. 

 Exhib.; Pundact6n R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

 Bibl.; Both illustrations in A. Rodrigo, Lorea-Dalt 
Una amistad traicionada, Barcelona, 1981, p. 133; 
Dib., 218, p. 195. 

 Prov.: from the author to the poet S. Sanchez Juan, 
shortly after the publication of Canciones. From 
Sanchez Juan to the present collector. 

* Coll. Antonina Rodrigo, Barcelona. 
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221.1 [Basket of Fruit] 1927. Barcelona. 
¢ Ink and colored pencils on fly-leaf. 
* Dedication: [Al poeta Sebastian Sanchez-Juan] / 
Con un abrazo de su camarada / Federico Garcia 
Lorea. / 1927. / [Barcelona] ([To the poet Sebastian 
SAnchez-—Juan] / With a hug from his comrade / 
Federico Garcia Lorca. / 1927. / |Barcelona)). 





221.2 [Double Vase. Barcelona, 1927.| 
* Ink and colored pencils on title page for the section 
"Noctumos de la ventana” (Nocturmes of the 
Window). 


223. 





. [Dedication to Damaso Alonso,| Granada, 1928. 

* Ink on title page. 

* Dedication, incorporating the printed title: A mi 
querido amigo el gran poeta / Damaso Alonso. 
CANCIONES / de su companerito. / Federico. / 
Granada 1928. / (j\Muera Erasmo!) (To my dear 
friend the great poet / Damaso Alonso. CANCIONES 
/ by his friend. / Federico, / Granada 1928. / (Death 
to Erasmus')). 

* Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

* Bibl: M. Hernandez, Trece de Nieve, n.s., 1-2 (1976), 
pp. 40 and 237-238; Dib., 219, p. 195. 

* Proy.: to D. Alonso. In handwriting partly modeled 
on that of Dali, Lorca was trying to persuade D. 
Alonso to write poetry and to abandon his scholarly 
work on Erasmus. 

* Coll. Library of Damaso Alonso, Madrid. 





[Pierrot of “Canciones,” ca. 1928.) 

* Ink on title page. 

* Dedication, incorporating the printed title: 
CANCIONES de Enrique Duran. / Federico 
(CANCIONES of Enrique Duran. / Federico). 

* Bibl.; "FGL," Obras. revista de construcci6n, 128 
(1977), p. 34 (the reproduction used here); Dib., 220, 

. 195. 

. rote perhaps sent from Granada to Madrid with 

letter and drawings 126, 141, and 158. 


224. 


225. 
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[Signature with Moon. Madrid,| 1932. 

* Ink on fly-leaf. 

* Dedication: Para Juan / Este raro ejemplar de mis 
“Canciones” / Con el abrazo mas carinoso de su 
slempre / Federico (For Juan / This rare copy of my 
"Canciones" / With an affectionate hug from / 
Federico [sketch of a half moon which traverses the 
first letter of the name] Luna (Moon) / 1932. 

* Exhib.: MEAC, Madrid, 1986. 

 Bibl.: Dib., 221, p. 195. 

* Coll. José Luis Guerrero Aroca, Madrid. 





[Signature, ca. 1930-1936.] 

* Ink on fly-leaf. 

* Dedication: Para Luis. Esperando un Junio glorioso / 
Federico (For Luis, Aumiting a glorious June / 
Federico) 

* Bibl.: Trece de Nieve, n.s., 1-2 (1976), p. 17. 

* Prov.: from the author to his friend L, Rosales. 

* Coll. Luis Rosales, Madrid. 
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225a, [Signature with Vegetal Mottfs.| Madrid, 1935, 

e Ink on title page. Dedication: Para Luts. Con un 
abrazo de su / Federico // Noche de baby y Miguel 
Angel- / Madrid- 1935- // jAy qué gritos se sentian / 
por encima de las casas! (For Luis. With a hug from 
his / Federico // The night with baby and Miguel 
Angel- / Madrid- 1935- // Ah what shouts were 
heard / above the houses!) 

* Bibl.: A. Traplello, J. M. Bonet, eds., A una verdad. 
Luis Cernuda, Seville, 1988, p. 130 (the 
reproduction used here). 

e Prov.: from the author to Luis Cernuda, with a quote 
from the "Ballad of Thamar and Amnon. 


IV. Canciones [Songs]. Second edition. 
Madrid: Revista de Occidente, 1929. 
201 x 135 mm. 


226. Copy dedicated to Juan Marinello, Havana, 1930. 

 Exhib.: MEAC, Madrid, 1986. 

e Bibl.: Juan Marinello, "Federico en Cuba,” 
Contempordneos. Noticla y memoria, La Habana, 
1964, pp. 205-207; -,GL en Cuba, La Habana, 1965; 
Dib., 223. 1-6, pp. 196-198. 

© Prov.: from the author to Juan Marinello, with 
drawings made at the latter's house, where Lorca 
told him: "I want you to see that 1 am a much better 
painter than I am a poet; it just happens that I 
decided to write verses...” 

* Coll. Museo de Bellas Artes de Cuba, Havana. 
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30. 
26.1 [Basket of Fruit Havana,] 19: 
zi « Ink and colored pencils on page containing the 
dedication. 
Pe ee isimo Marinello / Con un 


edication: Para mi 
aoa y la devocién de / Federico / Habana. -1930- 


/ (con cuatro dibujos) / y dos mas // 1930 (For my 


dearest Marinello / 


with a hug and the devotion of / 
-1930- / (with four drawings) / 





226.2 [Girl on a Lane of Cypress Trees. Havana, 1930.] 
° Ink and colored pencils on p. 34, before the half-title 
"CANCIONES PARA NINOS" (Songs for Children). 
e Inscr.: AMOR (LOVE) 
* Bibl.: J. M., Contemporaneos, p. 206; -, GL en Cuba, 
p. 35. 





Sead a Morita of Madrofios. Havana, 1930.] 
nk and colored pencils on p. 47, title 
x . 47, page for the 
section "ANDALUZAS" (Andalusian Songs). 


. ae J. M., Contempordneos, p. 212; -, GL en Cuba, 





226.4 Tum of the Century Scene. Mustracién del 900. 

{Havana, 1930.] 

e Black and blue ink and colored pencils on p. 62, 
facing the poem "Verlaine.” 

e Inscr. (cropped, but remembered by J. M.): "[yEste 
chico ya no podra estar alegre porque no dio a tiempo 
las?] bofetadas,.. / Mustracién del 9[00] (This lad will 
never be happy because he was too late delivering 
his slaps... Tum of the Century Scene) 

 Bibl.: J. M., Contempordneos, p. 208; -, GL en Cuba, 
p. 38. 





226.5 [Pear and Die with Falling Spots. Havana, 1930.) 
* Black ink and colored pencils on p. 84, facing the 
title page for the section "CANCIONES DE LUNA’ 
(Moon Songs). 
¢ Inser.: -Darién [19..] / 1 / 4 
° Bibl.: J. M., Contemporaneos, p. 226; - 
p. 37. 


, GL en Cuba, 





226.6 Death of a Fish. Muerte de un pez. [Havana, 1930.| 
Black and blue ink and colored pencils on title page 
for section "TRASMUNDO” (Back of the World). 
* Title bottom right: "Muerte de un pez.” 
° Bibl.; J. M., Contempordneos, p. 212; -, GL en Cuba, 
p. 37. 
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227. [Hearse Driver.] 1931. 

* Ink on half-title page. 

* Exhib.: MEAC, Madrid, 1986. 

° Dedication: "To my charming friend Sofla, the 
Chilean beauty. / With a hug from / -Federico- / 
1931". On the poster: Yo soy Tingulliquica / y dejo 
mi fabrica [slc] / a Sofia (lam Tinguiliquica / and I 
leave my factory / to Sofia). 

° Bibl.: M. Hernandez, Trece de Nieve, n.s., 1-2 (1976), 
Ppp. 25 and 239; Dib., 224, p. 199. 

* Prov.: the dedicatee has not been identified; copy 
purchased by J. M. Rozas in a second-hand 
bookstore in Madrid ca. 1970. 

* Coll. Library of Juan Manuel Rozas, Caceres. 


228. Copy dedicated to Carlos Martinez 

Barbeito, Santiago de Compostela, May 1932. 

° Exhib.: Fundaci6n R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

* Bibl.: Dib., 225, pp. 199-200; FGL, "Seis cartas a C. 
Martinez Barbeito,” intro. by C.M.B., Boletin de la 
Fundacién FGL., 3 (1988), pp. 77-87. 

* Coll. Carlos Martinez-Barbeito, La Coruiia. 
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228.1 [Branches with Lemons and Star of Santiago.| 

Santiago de Compostela. [May, 1932.] 

* Blue ink on half-title page. 

© Dedication: A Carlos Martinez Barbeito. / Recuerdo 
muy carinoso de su amigo / Federico. / Santiago de 
Compostela (For Carlos Martinez Barbeito. / With 
warm regards from his friend / Federico. / Santiago 
de Compostela). 


NOCTURNOS 
DE LA VENTANA 


Ala menroria de Jose de Cirtay Escalante. 
Poeta. 





228.2 [Double Head of Pierrot. Santiago de Compostela. 


May,] 1932. 
. Blue ink on title page for the section "NOCTURNOS 


DE LA VENTANA" (Noctumes of the Window). 
© Signed lower right: Federico Garcia Lorea / [arrow] / 
1932. 


CANCIONES 
(1921 1924) 





229. [Head of a Sailor and Signature with Cloud and Moon. 

Madrid.] 1934. 

° Ink on title page. 

° Dedication: Para Rafael R. Raptin. / Con un abrazo 
de su viejisimo amigo / Federico / -1934- (For Rafael 
R. Raptm. / With a hug from his ancient friend / 
Federico / -1934-). 

 Bibl.: I. Gibson, FGL. 2. De Nueva York a Fuente 
Grande (19229-1936), Barcelona, 1987, pp. 400- 
401, illus. 50. 

° Prov.: from the poet to R. Rodriguez Rapun, 
secretary of the Barraca. 

Coll. Tomas Rodriguez Raptin, Madrid 
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V. Mariana Pineda. Romance popular en tres 
estampas [Mariana Fineda. Popular Ballad in 
Three Engravings]. First edition. 

Madrid: La Farsa, no. 52 (Sept. 1928). 

170 x 145 mm. 


230. (The original drawings to illustrate this edition were 
sent from the poet to the publisher in August 1928 and 
have been lost. Also lost is a drawing for the cover, which 
was not used and about which nothing further is known, 
See C. Maurer, Boletin de la Fundaci6n FGL, 1 [1987], p- 
73.) 

* Coll. Copy in the Fundacién FGL, Madrid. 





MARIANA PINEDA 


230.1 [Mariana Pineda in the Convent of Santa Maria. 

Egipclaca. Granada. 1928. 

Drawing printed on half-title page. 

* Signed bottom right: Garcia Lorca / 1928. 

e Bibl.: G. Prieto, Dibujos de GL, Madrid, 1949, p. 8; 
FGL, OC, 1954 ff.; André Belamich, Lorea, Paris, 
1962, p. 80; M. Hernandez, intro. to FGL, La 
zapatera prodigtosa, Madrid, 1982, pp. 14-15; Dib., 
226.1, p. 200. 





230.2 [Girls Singing the Traditional Ballad of Mariana 
Pineda. Granada. 1928. 
* Drawing printed on p. 8. 
* Signed lower left: Garcia Lorca / 1928. 
 Bibl.: A. Guibert and L. Parrot, FGL, Paris, 1947, p. 
167; G. Prieto, Dibufos de GL, Madrid, 1949, p. 14; 
FGL, OC, 1954, etc.; Dib., 226.2, p. 201. 
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230.3 [Marlana Pineda on the Scaffold. Granada.] 1928. 

» Drawing printed on p. 52, facing "ESTAMPA 
TERCERA" (Third Engraving). 

° Signed lower left: Garcia Lorca / 1928. 

* Bibl.: A. Guibert and L. Parrot, FGL, Paris, 1947, p. 
140; G. Prieto, Dibujos de GL, Madrid, 1949, p. 9; 
FGL, OC, 1954 etc.; A. Belamich, Lorca, Paris, 1962, 
p. 80. Dib., 226.3, p. 201. 





230.4 |Nun Kneeling in the Garden of the Convent 

Granada, 1928.] 

* Drawing printed on p. 70, facing the list of 
published by "LA FARSA" 2 sieiae 

* Signed lower right: Garcia Lorca. 

¢ Inser,; AVE MARIA / AMOR (LOVE). 

* Bibl.: A. Guibert and L. Parrot, FGL, Paris, 1947, p. 
98; G. Prieto, Dibujos de GL, Madrid, 1949, p. 11; 
FGL, OC, 1954 ff. Dib,, 226.4, p. 202. 


VI. Primer romancero gitano [First Gypsy 
Balladbook]. First edition. 

Madrid: Revista de Occidente, 1928. 

155 x 100 mm. 


(At the suggestion of his publisher, Lorca drew the cover for 
the first edition of the Gypsy Ballads. The original is not 
extant. In the poet's papers there fs also a rejected rough 
draft for the cover. See C. Maurer, "De la correspondencia 
de GL. Datos inéditos sobre la transmisi6n de su obra," 
Boletin de la Fundact6n FGL, I, {1987]. p. 72). 
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231. [Idea for cover: Eye and Constellation, between Two 

Half Moons, 1928.] 

India ink on drawing paper. 

© 171x115 mm. 

° Text: Romancero / gitano / POR / Federico Garcia 
Lorea / Revista de Occidente / Madrid 

 Exhib.: Fundaci6n R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 

 Bibl.; Dib., 227, p. 202; facsimile in FGL, RG, 
Madrid, 1988, n.p. 

° Coll. Fundacion de FGL, Madrid. 





232. [Cover of First Edition: Vase and Map, 1928.] 

¢ Printed in two colors, red and black. 

© Text: Romancero gitano / por / Federico Garcia Lorca 
/ (continued in printed letters:] 1924 / 1927 / 
Revista de Occidente. 

 Bibl.: Juan Chabas, "Romancero gitano,” La Libertad, 
Nov. 1, 1928; G. Prieto, Dibujos de GL, Madrid, 
1949, p. 3; FGL, OC, 1954 etc.; A. Belamich, Lorca, 
Paris, 1962, facing p. 81. Dib., 228, p. 203; facsimile 
(but without the printed characters) in FGL, RG, 
Madrid, 1988, cover and title page. 


233. coe dedicated to the painter Néstor. Madrid, 

* Dedication: A mi querido amigo NESTOR / con el 
carlrio mas verdadero de / Federico / 1928 / 
Residencia de Estudiantes / MADRID (To my dear 
JSriend NESTOR / with much affection from / Federico 
/ 1928 / Residencia de Estudiantes / MADRID) 

* Exhib.: MEAC, Madrid, 1986. 

* Bibl.: Pedro Almeida Cabrera, Néstor: vida y arte, 
unpublished doctoral dissertation, Universidad de la 
Laguna (Canary Islands), 1985; Dib., 229, p- 203. 


* Coll. Museo de Néstor. Pueblo Canario. Las Palmas 
de Gran Canaria. 








233.1 AMOR, ALEGRIA "VITAE" (LOVE, THE JOY 
OF LIFE/?)), [1928.) 
* Blue ink on p. 96, facing the "Romance del 
emplazado” (Ballad of the Marked Man) 
e Inscr.: AMOR (on the sailor), ALEGRIA (on the mask) 
and VITAE (on a book of music). 


os 





233.2 Venus, [1928.] 

* Blue ink on p. 104, facing the "Romance de la 
Guardia Civil espafiola” (Ballad of the Spanish Civil 
Guard). 

* Signed lower left: Federico / 1928. 

* Bibl; A. V. G., "Los dibujos de Lorca se expondran 
en Granada," El Dia (Granada, June 15, 1986), p. 8. 


234. Copy dedicated to Emilia Llanos. Granada, 1928. 

* Exhib.: Fundacién R. Acosta, Granada; MEAC, 
Madrid, 1986. 

° Bibl.: Dib., 230, pp. 203-204; facsimile of this copy, 
note by Antonio Carvajal, Granada, 1989. 

* Prov.: from the poet to E. Llanos in 1928; at her 
death, in 1967, to the present collector. 

* Coll. Antonio Gallego Morell, Granada. 





234.1 [Dedication to Emilia Llanos and Half-Moon tn Blue. 

1928.] 

¢ Ink and colored pencils on half-title page. 

 Inscr.: "A mi queridisima amiga Emilia / Recuerdo 
carinoso de su siempre admirador / rendido / 
Federico.” (To my dearest friend Emilia / Affectionate 
regards from her faithful, / fervent admirer, / 
Federico). 





234.2 [St Raphael, 1928.] 
* Ink and colored pencils facing title page for "San 
Rafael.” 
 Bibl.: FGL, Cartas, postales, poemas y dibujos, ed. 
A. Gallego Morell, Madrid, 1968, p. 2; FGL, facsimile 
in FGL, RG, Madrid, 1988, n.p. 
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234.3 [Bust of Antonito el Camborio, 1928.) 

e Ink and colored pencils on p. 78, facing 
"Prendimiento de Antofiito el Camborio en el camino 
de Sevilla” (The Taking of Little Tony Camborio on 
the Seville Highway) 

* Inscr.: Federico Garcla Lorca. / A Emilia LLANOS. 

© Bibl.; A. Gallego Morell, "Dos dibujos inéditos de 
GL," Ya, May 27, 1979; facsimile in FGL, RG, Md. 
1988, n.p. 
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235. |Pageboy in Front of the Centro de Estudios Histéricos.| 

Madrid, 1928. 

* Green ink facing "Romance de la luna luna" (Ballad 
of the Moon, Moon). 

« Inscr.: CENTRO. 

* Dedication on the title page of the ballad: A mi 
querido Damaso. / Con un abrazo de Federico. 1928. 
/ Residencia. / Madrid (To my dear Damaso / Witha 
hug from Federico. 1928. / Residencia. / Madrid). 

* Exhib.: Pundaci6n R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

* Bibl.: Dib., 231, p. 205. 

* Coll. Library of Damaso Alonso, Madrid. 
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236. [In Honor of Juan Guertero.] Noviembre, 1928. 

e Ink on title page of "Romance de Ja luna luna” 
(Ballad of the Moon, Moon). 

e Inscr.: A mi querido amigo / Juan Guerrero cénsil 
general / de la poesia espajola y entranable // 
corazén. / Recuerdo de / Federico. / -Noviembre- 
1928- (To my dear friend / Juan Guerrero consul 
general / of Spanish poetry, much beloved. / This 
souvenir from / Federico. / -November- 1928). On the 
poster: Honor a / Juan Guerrero 

 Exhib.: MEAC, Madrid, 1986. 

e Bibl.: Dib., 232, p. 205. 

e Prov.: from the author to Juan Guerrero Ruiz, 
amplifying the printed dedication to the "Romance 
de la Guardia Civil espafiola." This drawing is almost 
identical to drawing 145. 

© Col: J. L. Guerrero Aroca, Madrid. 
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237. [Pierrot with Arrow. La Habana, 1930] 

° Dedication: Para Pepin Castellanos / Recuerdo 

eens de y pat Garcia Lorca (For Pepin 
llanos / Affectionate souvenir derico 

Garcia Lorca) ia 

* Proy.; from a reproduction made in Cuba, 
Pundaci6n FGL. ats 

* Bibl.: Dib., 233, p. 205. 
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238. [Dedication with Moon and Signature Ending in a Fan.| 

Seville, 1935. 

Ink on half-title page. 

* Dedication: Para Adriano / Federico / Sevilla. 1935. 

e Exhib.: Fundaci6n R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

 Bibl.; G. Prieto, Dibujos de GL, Madrid, 1949, p. 38; 
José Luis Cano, GL, Barcelona, 1969, p. 6; Dib., 
234, p. 205. 

 Prov.: from the author to A. del Valle in Seville, April 
1935, together with drawings 215 and 267. 

Coll. Adriano del Valle, Jr., Madrid. 


VII. Primer romancero gitano. Second edition. 
Madrid: Revista de Occidente, 1929. 
200 x 140 mm. 
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239. [Branches with Lemons], New York, 1929. 

¢ Ink and colored pencils on fly-leaf. 

* Dedication: "For the prodigious Antonia Mercé. / With 
the affection and the ardent admiration of / Federico 
Garcia Lorea. / -New York-1929". 

 Exhib.: MEAC, Madrid, 1986; Casa de Espana, 
Paris, 1990. 7 

* Bibl.; M. Hernandez, Dibujos, Granada, 1986, p- 29: 
Dib., 235, p. 206. 

* Coll. Fundacién FGL, Madrid, (Donated by Carlota y 
José Luis Mercé.) 


240. Copy dedicated to Rafael Sufrez Solis, Havana, 

1930. 

e Exhib.: Fundaci6n R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

 Bibl.; Jess Sabourin, Mito y realidad en FGL, La 
Habana, 1984, pags: 1 ff. de "Addenda"; Dib., 237.1- 
237.9, pp. 206-210; facsimile of this series, with the 
exception of drawings 240.1 and 240.5, in FGL, 
Romancero gitano, Madrid, 1988. 

Coll. Museo Nacional de Bellas Artes de Cuba, 
Havana. 
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PRENDIMIENTO DE ANTOSITO FL CAS 
BORIO EN EL CASINO DE SEVILLA 





r 240.3 [The Gypsy Nun. 1930.] 240.6 [Bust of Antonito el Camborio with Moon Above. 
ROMANCE DE LA LUNA, LUNA * Ink and colored pencils on page facing the ballad "La 1930.] 
. monja gitana” (The Gypsy Nun). * Ink and colored pencils on title page for 
° Bibl.: M. Hernandez, Dibujos, Granada, 1986, p. 18. "Prendimiento de Antonito el Camborio en el camino 


de Sevilla" (The Taking of Little Tony Camborio on 
the Seville Highway). 
° Bibl.: M. Hernandez, Dibujos, Granada, 1986, p. 30. 
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240.1 [Two Quinces. 1930.] 
* Ink and colored pencils on title page of "Romance de 
Ja luna, luna” (Ballad of the Moon, Moon). 
* Dedication: "For my dear friend the admirable writer 
/ Rafael Suérez Solis. / With a big hug of admiration 
/ Federtco- / (with seven drawings) / and two more". 





240.4 Soledad Montoya. [1930.] 240.7 Dead of Love. Muerto de amor. [1930.] 
¢ Ink and colored pencils on page facing "Romance de * Ink and colored pencils on title page for the ballad 
la pena negra” (Ballad of Black Pain). "Muerto de amor” (Dead of Love). 
¢ Inscr.: HOMBRE / VINO. (MAN / WINE).  Bibl.: M. Hernandez, Dibujos, Granada, 1986, p. 19. 


 Bibl.: FGL, Bodas de sangre (Obras de FGL, 13), ed. 
M. Hemandez, Madrid, 1984, cover. 
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240.5 [Hand and Fish: St Raphael (Cérdoba).| 1930. 240.8 [Vignette: Roman Head on a Plane Surface.] 1930. 


a ree FS ESTERS: ata * Ink and colored pencils on title page of "San Rafael" Be ie ane Baa Oe 
} seven es of the "Ballad of the Mar) lan”. 
* Green and blue ink and colored pencils on page (St, Raphac). * Inscr.: LLANTO / ROMA / GRANADA (WEEPING / 
facing "Romance sonambulo" (Sleepwalk Ballad). ROME / GRANADA) 


* Inscr.; AMOR (LOVE). 
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240.9 |Vignetle: Harp and Scissors. 1930.] 
Ink and colored pencils, p. 144, beneath the four 
final lines of "Thamar y Amn6n" (Thamar and 
Amnon). 
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24). La senora Zapatera. Madrid, Teatro Espanol, 1931. 

* Ink on half-title page. (Copy badly cropped for 
binding.) 

© Dedication: Para mi queridisima Margarita / 
Recuerdo de amistad y profunda admiractén / 
Federico / |impreso: (1924-1927)] -1931- / Teatro 
Espanol (For my dearest Margarita / Souvenir of 
friendship and deep admiration / Federico / [printed: 
(1924-1927)] -1931-). 

© Lower night: La senora zapatera / al marcharse su 
malrido] / ha montado una taber{na] / donde acude 
el senorilo] (The shoemaker's wife, / when her 
husband went away, / set up a tavern / for the local 
gentry |from a song in the play]." 

* Exhib.: MEAC, Madrid, 1986. 

 Bibl.: A. Rodrigo, GL en Cataluna, Barcelona, 1975, 
p. 385; Dib., 238, p. 211. 

« Prov.: from the poet to the actress Margarita Xirgu. 
At Xirgu's death in 1969 the drawing and other 
memorabilia entered the museum in Montevideo. 

* Coll. Musco del Teatro, Montevideo. 
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242. 1am the Spanish lion. Yo soy el leén espanol, 1931. 

« Ink on half-title page. 

© Dedication: A mi queridisima amiga Sofia. / 
Recuerdo de amistad imperecedera. / Federico. / - 
1931- / -Abril republicano- (To my dearest friend 
Sofia. / Sowwenir of eternal friendship. / Federico. / - 
1931- / -April of the Republic). On the poster: Yo soy 
el leon / espariol que dice a / Sofia. / Te comia / 
como si fueses / una fudia / Sofia (lam the Spanish 
/ lion who tells / Sofia. / I would eat you / ifyou 
were a bean Sofia). 

© Exhib.: MEAC, Madrid, 1986. 

© Bibl.; Trece de Nieve, n.s., 1-2 (1976), p. 18; Dib. 
206, 236. 

© Coll. Library of Juan Manuel Rozas, Caceres. 
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243. [Signature with Moon and Sun and Branches with 

Lemons.] Madrid, 1931. Ink on half-title page. 

© Dedication: A mi queridisimo camarada / Carlitos. / 
Con un abrazo fratemal de su leal / Federico / 
Madrid-1931- (To my very dear comrade / Carlitos. / 
With a brotherly hug from his loyal friend / Federico 
/ Madrid-1931-). 

* Prov. from the poet to Carlos Boyer. 

* Coll. Agustin Boyer, Berkeley. 


244, Copy dedicated to Carlos Martinez Barbeito, 


Santiago de Compostela, May 1932. 

 Exhib.: MEAC, Madrid, 1986. 

e Bibl.: Dib., 239.1-239.5, p. 211; FGL, "Seis cartas 
inéditas a C. Martinez Barbeito,” intro. by C. M. B., 
Boletin de la Fundacién FGL, 3 (1988), pp. 77-87. 

 Prov.: from the poet to C. M. B., together with 228, 

e Coll. Carlos Martinez Barbeito, La Coruna. 
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244.1 [Mask and Clarinet on Plane Surface.] 1932. 
« Ink on half-title page. 
Dedication (in blue ink); "To my friend Carlos 
Martinez Barbetto who / gave me a Santiago. / 
Warm regards from / Federico Garcia Lorca. / 1924- 
1932 / Santiago". 


3) 
REYERTA 


A Rafael Méndes. 


244.2 |Vase. 1932.) F i 
* Blue ink on title page of "Reyerta’ (The Braw)). 


6 


LA CASADA INFIEL 


A Lydia Cabrera y a su negrita 





244.3 [Black Girl 1932.) 
« Ink on title page for "La casada inflel” (The 
Unfaithful Wife) under the printed dedication "A 


Lydia Cabrera y su negrita” ("For Lydia Cabrera and 
her black girl.") 


SAN MIGUEL 
(GRANADA) 


{ Diego Butpys de Dalmn 
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244.4 St Michael in Granada. San Miguel en Granada. 
[1932.) 
* Ink on title page for "San Miguel (Granada)” (St. 
Michael (Granada)). 
* Bibl,; Antonina Rodrigo, "San Miguel, dibujo inédito 
de FGL. Como un principe florentino,” El Dia (Gr.), 
June, 5, 1986, p. 24. 
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244.5 [Antonitto el Camborio]. 1932. 
* Blue ink on title page of "Muerte de Antonito el 
Camborio" (Death of Little Tony Camborio). 
© Signature and dedication: Federico Garcla Lorca. / A 
Carlos Martinez Barbeito / -1932- 
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245. [Pierrot in Double Ruff Collar, Madrid.] 1932. 

* Ink on fly-leaf. 

¢ Inser.: "To my dear little friend Juan Arturo / 
Guerrero. / A souvenir from his faithful / Federico 
Garcia Lorca / -1932-". 

* Exhib.: MEAC, Madrid, 1986. 

* Bibl.: Dib., 240, p. 212. 

* Prov.: from the poet to a son of Juan Guerrero Ruiz. 

* Coll. Juan Arturo Guerrero Aroca, Madrid. 





PRIMER ROMANCERO GITANO 
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246. [Branches with Lemons.] Madrid, 1933, 

* Ink on half-title page. 

* Inscr. (in the handwriting of the collector); "Gregorio 
Maraiién Moya. / Diciembre. 1931.” 

* Dedication, incorporating the dates of the 
Romancero (1924-1927): "For Gregorio Maranén 
Moya. / An affectionate reminder of his friend / 
Federico Garcia Lorca / Madrid- / -1927-1933-" 

* Exhib.: MEAC, Madrid, 1986. 

* Bibl.: Dib., 241, p, 212. 

¢ Prov.; from the poet to a son of the writer Gregorio 
Maranon, 

* Coll, Gregorio Maranon Moya, Madrid. 


VI. Primer romancero gitano [First Gypsy 
Balladbook. Third Edition. 

Buenos Aires: Sur, 1933. 

185 x 136 mm. 











247. [Name of Buenos Aires.| Buenos Aires, 1933. 
* Ink on fly-leaf. 


* Dedication: A mi querido amigo el gran poeta Pepe / 
Gonzalez Carbalho. / Con un abrazo de su 
companiero / Federico. / Buenos Aires. 1933. (To my 
dear friend the great poet Pepe / Gonzélez Carbalho. 
/ With a hug from his companion / Federico. / 
Buenos Aires. 1933.) 

* Coll. Fundacién FGL, Madrid. 
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248. [Branches with Lemons.| Buenos Aires, 1933. 

* Ink on fly-leaf. 

* Dedication: "For Juanito. / With an affectionate hug 
from / Federico. / -Buenos Aires 1933-" 

* Exhib.: Fundacién R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 

* Bibl.: Dib.: 242, p. 213. 

* Prov.: from the poet to the son of the actress Lola 
Membrives. 

¢ Coll. Pundacién FGL, Madrid, (Gift of Juan Reforzo 
Membrives.) 
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[Branches with Lemons Surrounded by Inseriptions.| 

Buenos Aires, 1933. 

« Ink on title page of "Romance de Ja Juna, luna” 
(Ballad of the Moon, Moon). 

* Dedication: "For the great Ricardo. / With a hug from 
/ Federico. Buenos Aires 1933". 

« Inscr.: AMOR [love] / BUENOS AIRES / MADRID / 
CADAQUES / GRANADA / BUENOS AIRES. 

 Bibl.: Ricardo B, Molinari, Casida de la bailarina, 
Buenos Aires, Francisco A. Colombo, 1937 (copy 
shown at the MEAC, Madrid, 1986); I. Gibson, FGL. 
2, De Nueva York a Fuente Grande, Barcelona, 1987, 
pp. 184-185, illus. 37. 

* Prov.: from the author to the poet Ricardo E. 
Molinari, who used it to illustrate the elegiac poem. 
Casida de la bailarinia (Qasida of the Dancer). 

» Coll. Ricardo E. Molinari, Buenos Aires. 
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250. [Andalusian Gypsy with Pompons on his Shoulders, 

Buenos Aires, 1934.] 

* Ink on fly-leaf. 

* Dedication; Para mt amigo Gabriel Manes, / Con un 
abrazo carifioso de / Federico Garcia Lorca (For my 
friend Gabriel Manes. / With an affectionate hug 
‘from / Federico Garcia Lorca). 

 Exhib.: MEAC, Madrid, 1986. 

 Bibl.: Dib., 244, p. 213. 

* Prov.: from the poet to G. Manes, to whom he also 
gave a manuscript of his puppet play Retablillo de 
don Cristébal and drawing 188. 

* Coll. Fabio Manes, Buenos Aires. 
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251. 





[Andalusian Gypsy and Moon with the Name of 
Corina]. Montevideo, 1934. 
e Ink on fly-leaf. 


Montevideo 1934 (For Corina, beauty of beauties. / A 
souvenir from her. friend and admirer. / Federico 
Garcia Lorea / Montevideo 1934). 

e Inscr. (on the moon): CORINA. 

 Exhib.; Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

* Bibl.: Dib., 243, p. 213. 

« Prov.: from the poet to C. Puppo, to whom: he also 
gave drawing 195. 

* Coll. Corina Puppo, Montevideo. 





252. [Andalusian Gypsy in a Hat with a Large Black 


Pompon..| Montevideo, 1934. 

* Ink on fly-leaf. 

* Dedication: Para mi querida amiga Sarah Bollo / 
Recuerdo caririoso de su admirador / Federico Garcia 
Lorea / Montevideo / 1934 (For my dear friend Sarah 
Bollo / An affectionate souvenir from her admirer / 
Federico Garcia Lorca / Montevideo / 1934), 

. eee de Espafa, Paris, 1990. 

. .: Dibujos, Paris, 1990, pp. 83 and 121 (no. 6! 

. . Pp. . 69). 

* Coll. Pundaci6én FGL, Madrid. (Gift of Sarah ei 


253. [Vignette of Moon and Clouds.] Buenos Aires, 1934. 

Ink on fly-leaf. 

Dedication: Para mt amigo Carlos Orcurto / Recuerdo 
carinoso de / Federico Garcia Lorca / Buenos Aires 
1934 (For my friend Carlos Oreurto / Warm regards 
from / Federico Garetu Lorea / Buenos Aires 1934). 

e Exhib.: Casa de Espana, Paris, 1990. 

e Bibl.: Dibujos, Paris, 1990, pp. 83 and 121 (no. 68). 

Coll. Fundacion FGL, Madrid. 


a 
(ee 


NV ore, 2 








254, [Andalustan Gypsy with Wavy Locks.) Madrid, June 


1934. 

* Ink on fly-leaf. 

* Dedication: Para Nora / Con el mejor carino de/ 
Federico Garcta Lorca / Madrid - 1934 (For Nora / 
with deep affection from / Federico Garela Lorca 
Madrid - 1934), 

¢ Inscr. (on the moon): JUNIO (JUNE) 

* Prov.; from the poet to Nora H. Montesinos, before 
her marriage with José Fernandez-Montesinos, his 
brother-in law. 

© Coll. Fundacion FGL, Madrid (donated by Nora H. 
Montesinos). 





255. [Signature with Vegetal Motifs and Branches wilh 

Lemons.] Madrid, 1934. Ink on fly-leaf. 

© Dedication: Para Nieves Fernandez / con un cordial 
saludo de / Federico Garcia Lorea / 
-Madrid- 1934 / -en casa de Raptin- (For Nieves 
Femandez / cordially / Federico Garcia Lorca / - 
Madrid- 1934 /-at the home of Raptin-) 

¢ Exhib.: Pundacién R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 

* Bibl.: FGL, Sets poemas gallegos, trad. Maria 
Victoria Atencia, Malaga, 1986, cover, Dib., 245, p. 
213. 

 Prov.: from the poet to the daughter of a printer from 
Malaga, B. Fernandez-Canivell at the house of Rafael 
Rodriguez Rapin. 

* Coll. Bemabé Femandez-Canivell, Malaga. 
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256. [Signature with Vegetal Motifs.| Seville, 1935. 

* Ink on fly-leaf. 

* Dedication and date: Para mi amigo Adriano del 
Valle / Recuerdo caririoso de su viejo amigo Federico 
/ Sevilla - 1935 (For my friend Adriano del Valle / 
Warm regards from his old friend Federico / Seville - 
1935). 

* Prov.: from the poet, in April 1935, together with 
215, 238 and 355. 

* Coll. Biblioteca Nacional, Madrid, according to 
Christian de Paepe. 


IX. Primer romancero gitano [First G 
Balladbook. Fourth edition. ee 
(Printed on large paper from the third edition.) 
Buenos Aires: Sur, 1933. 


Limited edition of 100 copies (A-J and 1-90). 
245 x 157 mm. 


This section includes copies with drawings of a "special 
edition” (according to the poet and the publishers) of the 
Gypsy Ballads, the fourth edition of that book. The 
collector's name is printed in some copies (e.g., Vicenta 
Lorea Romero and Federico Garcia Rodriguez, the poet's 
parents; the actress Lola Membrives; Victoria Ocampo, 
editor of the magazine and publishing house Sur, and other 
Argentine intellectuals closely associated with Ocampo and 
with Lorca. The printer's notice says that this edition 
consisted of 100 copies: ten (numbered A-~J) not for sale, 
and ninety (numbered 1-90) on Ingres Italy paper; and that 
all copies were signed by the author. 
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257. [Andalusian Gypsy under a Sleeping Moon.| Buenos 

Aires, 1934. 

* Ink on title page of "Romance de la luna, luna” 
(Ballad of the Moon, Moon). (Copy no. 41, with 
printed dedication to Lola Membrives.) 

* Dedication: Para la gran Lola. / Con la admiracién y 
el caririo de / Federico. / 1934 (For the great Lola. / 
With admiration and affection, / Federico. / 1934). 

 Exhib.; Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 1990. 

. .: Dib., 246, p. 214. 

. aah Fundacion FOL, Madrid. (Gift of Juan Reforzo 


Membrives.) 


258. Copy dedicated to Pablo Suero, 

Buenos Aires, 1934. 

* Dedication on colophon page giving the number of 
this copy (19): Para mi gran camarada el poeta Pablo 
Suero. / Con un abrazo cordial de su / Federico / 
Buenos Aires 1934 (For my great comrade the poet 
Pablo Suero. / With a friendly hug from his / 
Federico / Buenos Atres 1934). 

¢ Exhib.: MEAC, Madrid, 1986. 

* Bibl.: Dib., 247.1-247.2, p. 214. 

¢ Proy.: from the poet to the journalist and writer P. 
Suero. 

* Coll. Antonio Carrozzi Abascal, Buenos Aires. 





258.1 [Gypsy with Ruff Collar and Magician's Hat 
Buenos Aires, 1934.] 
* Ink on title page of the "Romance de la luna, luna” 
(Ballad of the Moon, Moon). 
¢ Bibl.: M. Hernandez, Dib., Granada, 1986, p. 27; 
facsimile in FGL. RG, Madrid, 1988, np. 


ROMANCE DE LA LUNA, LUNA 


Lit tune vias trogen 
oa su polinin de nardon, 
Bi nife le mira ire 
HI nifo ls eat mirand, 
Ea el alre commorido 
more la Tana sus brass 
y ecaeds, Nbriea y pura, 
as nesen de duro tase 
Huge fina, hina, fama. 

Si vinkeran le gitanca, 


258.2 |Vignette: Branches with Lemons. 
Buenos Aires, 1934.] 
* Ink on p. 9, of the "Ballad of the Moon, Moon”. 
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258.3 [Gypsy under a Weeping Moon. Buenos Aires, 1934.] 
* Inkon p. 81, of "Prendimiento de Antonito el 
Camborio en el camino de Sevilla” (The Taking of 
Little Tony Camborio on the Seville Highway). 
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259. [Head of a Clown with Ruff Collar. Buenos Aires, 

1934?] 

* Ink on title page of "Ballad of the Moon, Moon". 

* Dedication: A Lolin. / Con el recuerdo de su amigo. / 
Federico Garcia Lorca (For Lolin {diminutive of Lola] / 
aR eae / Federico Garcia 

* Prov.: Copy bought in Madrid, 1989, by the present 
collector. The book belonged to a Chilean collector. 
The dedicatee has not been identified. 

* Coll. Isabel Garcia de la Rasilla, Madrid. 
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260. Copy dedicated to Rafael Rodriguez Rapin, 
1934. 

A eenetet on page with printer's notice and number 
of this copy (17): Para mi querido companero dela 
"Barraca” / Rafael R. Rapin. / Con un abrazo de su 
leal / Federico. / Buenos Atres. / 1934 (Tomy dear 
companion of la "Barraca" / Rafael R. Rapin / With 
a hug from your faithful / Federico). A 

« Prov.: from the poet to R. Rodnguez Rapun, 
secretary of the Barraca, who died in battle during 
the Spanish Civil War. 

« Coll. Tomas Rodriguez Rapun, Madrid. 
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260.1 [Head ofa Sailor with Vegetal Motifs. 
Madrid, 1934.] 
° Ink on title page of "Romance de la luna, luna” 
(Ballad of the Moon, Moon). 
* Signed lower right: Federico 
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260.2 [Vignette of a Sleeping Moon, Madrid, 1934.] 


* Ink at the bottom of the first page of "Romance de la 
luna, luna" (Ballad of the Moon, Moon). 





261. [Signature with Vegetal Motifs, 1934.) 

Ink on fly-leaf. 

Dedication: A Luis. / Con abrazos de / Federico (To 
Luis. / With a hug from / Federico). 

 Bibl.: G. Prieto, Dibwjos de GL, Madrid, 19439, p. 28; 
FGL para nifos, ed. E. Martin, Madric, 1983, cover, 
p. 86 and 136; L. Femandez Cifuentes, GL en el 
teatro: la norma y la diferencia, Zaragoza, 1986, 
cover, Dib., 248, p. 215. 

° Prov.: from the artist to the poet L.R. 

¢ Coll. Luis Rosales, Madrid 


X. Primer romancero gitano [First Gypsy 
Balladbookj. Fifth Edition. 

Madrid: Espasa Calpe, 1935. 

200 x 145 mm. 
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262, [Vignette: Half Moon with Vegetal Motif and Tears. 
1935.) 
* Cover of the edition; drawing in white on ared and 
orange background; the original has been lost. 
* Bibl.: Dib., 249, p. 215. 
* Coll. Copy in the Fundactén FGL, Madrid: 
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263. [Dedication with Vegetal Motif and Half-Moon.| 

Madrid, 1935. 

Ink on fly-leaf. 

* Dedication: A Rafael / Un abrazo de / Federico / 
Madrid. / 1935 (For Rafael. / A hug from / Federico 
/ Madrid. / 1935). 

° Prov.: from the poet to Rafael ie Rapun, 
secretary of La Barraca. 


fe 





264. [Andalusian Gypsy in Front of a Wine Shop. Madrid, 

ca. 1935.) 

* Magenta ink on fly-leaf. 

* Dedication: Para Pepe. / Con un abrazo de / 
Federico (For Pepe. / With a hug from / Federico). In 
the drawing: VINOS (wines). 

* Exhib.: Pundacién R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espaiia, Paris, 1990. 

* Bibl.: La zapatera prodigiosa, ed. M. Hernandez, 
Madrid, 1982, cover; Dib., 250, p. 215. 

* Prov.: from a copy in the collection of Isabel Garcia 
Lorea. Dedicated to José Femandez-Montesinos, 
brother-in-law of the poet? 

* Coll. Fundact6n FGL, Madrid. 
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265. [Signature and Half Moon Wearing a Hat] Barcelona, 
1935. 


* Ink on half-title page. 

* Inser.: Para José Palau Fabre. / Recuerdo carinoso 
de / Federico Garcia Lorca / Barcelona 1935 (For 
José Palau Fabre. / Warm regards from / Federico 
Garcia Lorca, Barcelona 1935). 

 Exhib.: Fundacién R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

* Bibl.: A. Rodrigo, GL, el amigo de Cataluna, 


Barcelona, 1984, between pp. 352-353; Dib., 252, p. 


215. 
Coll. Josep Palau Fabre, Barcelona. 


XI. Primer romancero gitano [First Gypsy 
BalladbookjJ. Sixth Edition. 
Madrid: Espasa Calpe, 1935. 200 x 145. 


This sixth edition has the same cover design as the 
previous one, but with a different play of colors. Beneath 
the title of the book, which is in red, we find the number of 
the edition (information given only rarely on the cover of a 
book). This was the second edition produced in 1935. This 
information is followed by the same vignette by Lorca that 
appears in the previous edition: a half-moon, this time in 
black, surrounded by a vegetal motif and some tears in red. 
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PRIMER ROMANCERO GITANO 
(1924) 1927) 


266. [Signature with Vegetal Motif, Madrid, 1935.] 
* Ink on half-title page. 
° Dedication: A Rafael Rrmmr. / Federico 
° Prov.; from the poet to Rafael Rodriguez Rapin, 
secretary of the Barraca. 
* Coll. Tomas Rodriguez Rapin, Madrid. 


XI. Romancero gitano. 

Manuscript copy of Eduardo Rodriguez 
Valdivieso, with five drawings by FGL. 1936 
Madrid, 1936. 230 x 167 


On legal bond, a young student from Granada, E. 
Rodriguez Valdivieso, copied by hand a borrowed copy of 
the Romancero gitano (he had no money to buy his own). 
When he mentioned this one day to Lorea, the poet decided 
to illustrate this manuscript copy with five drawings. To 
these he added an arborescent signature and a simple 
vignette of the moon at the end of the "Romance de la luna 
luna." The drawings are from late May or early June of 
1936: Rodriguez Valdivieso remembers that Lorca was 
working at the time on the interview with Bagaria "Didlogos 
con un caricaturista salvaje” (El Sol, June 10, 1936), for 
which the poet wrote out his answers in longhand. Only the 
drawings made available by the collector are catalogued 
here.) 
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267. Manuscript Copy of Eduardo Rodriguez Valdivieso 
illustrated by FGL. Madrid, 
May or June 1936. 
© 230x 167 mm. 
 Exhib.: Fundaci6n R. Acosta, Granada, 1986; 
MEAG, Madrid, 1986. 
° Bibl.: Dib., 252, p. 216. 
© Coll. Eduardo Rodriguez Valdivieso, Granada. 


267.1 [Signature with Vegetal Motifs. Ink on paper. 

* Dedication: A mi querido amigo y palsano Eduardo / 
Con el mayor afecto de / Federico Garcia Lorca. In 
the handwriting of E.R-V.: Copia de, / Eduardo 
Rodriguez Valdivieso {rubric}; in the handwriting of 
the poet: Dibujos de Federico Garcia Lorca / Madrid, 
1936 (To my dear friend and fellow Granadan 
Eduardo / with all my affection / Federico Garcia 
Lorea. In the handwriting of E.R-V.: Copied by 
Eduardo Rodriguez Valdivieso. In Lorca’s 
handwriting: Drawings by Federico Garcta Lorca / 
Madrid, 1936). 
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267.2 Vignette: Half Moon.| 


* Ink on paper at the end of "Romance de la luna, 
luna,” p. 5. 
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267.3 [Gypsy Woman with Peineta (comb for a mantilla) 
under a Half-Moon. Madrid, 1936.] 


e Ink on paper. 


267.4 |St Raphael. Madrid, 1936.] 
* Ink on paper. 








XIII. Poema del cante jondo [Poem of th 
Song]. First edition. Saeed 
Madrid: Ulises, 1931. 

190 x 126 mm. 
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268. [Signature.] Madrid, 1931. 

¢ Ink on fly-leaf. 

° Inscr.: Al gran poeta Pedro Salinas / Con un abrazo 
de admiracién y viejo carino / Federico / 1921-1931 
(To the great poet Pedro Salinas / With a hug of 
admiration and old affection / Federico / 1921- 
1931). 

 Exhib.: Pundaci6n R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

e Bibl.: Dib., 253, p. 217. 

Coll. Ramén Soley, Paris. 


POEMA DEL CANTE JONDO 
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269. [Guutar,] 1931. 
* Ink on half-title page. 
* Inser.: "For Emesto / An affectionate souventr of / 
Federico Garcta Lorea. / -1921-1931" 
° Bibl.; Dib., 254, p, 217. 
* Coll. Emesto Guerra Da Cal, Estoril. 
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270. [Girl in a Mantilla of Madronos in Front of a Tavern), 
Santiago de Compostela, 1932. 
¢ Inser.; -Santiago- 1932. VINO (WINE). 
* Bibl.: FGL, Canciones y poemas, Buenos Aires, 
Qualiton, 1965, n. p. (the reproduction used here); 
Dib., 255, p. 217. 


° Prov.: from a copy belonging to the painter Luis 
Seoane. 


XIV. Oda a Walt Whitman [Ode to Walt 
Whitman]. Limited edition (50 copies, privately 
printed). 

México, D.F.: Aleancia, 1933. 

238 x 191 mm. 





271, [Head of a Young Man with a Zig-zag Beard.) 
Madrid, 1934. India ink on half-title page. 
* Dedication and date: Para mi queridisimo Luis 
Rosales. / Con wm abrazo de su siempre / Federico. 
/ 1934 / Méjico-Madridl (For my dear friend Luis 
Rosales. / With a hug from his faithful / Federico. / 
1934 / Mexico-Madrid). 


* Bibl.: FGL, "Siete poemas y dos dibujos inéditos" [ed. 


Luis Rosales], Cuadernos Hispanoamericanos, 10 
(1949), p. 12; G. Pricto, Dibujos de GL, Madrid, 
1949, p. 2; Trece de Nieve, n.s., 1-2 (1976), p. 50; 
Dib., 256, p, 218. 

* Prov.; from the artist to the poet Luis Rosales. 

* Coll. Luis Rosales, Madrid. 
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272. [Head of a Young Man with a Zig-zag Beard. 

Madrid, 1934. 

* India ink on half-title page. 

* Dedication: Para el pintor José Caballero. / Recuerdo 
carinioso de / Federico Garcia Lorca / Mayo- 1934- / 
Madrid (For the painter José Caballero. / An 
affectionate souventr of / Federico Garcia Lorca / 
May- 1934- / Madrid). 

¢ Exhib.: Fundacién R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

¢ Bibl.: G. Prieto, Dibwjos de GL, Madrid, 1949, p. 12; 
Dib., 257, p. 218. 

* Prov.: from the poct to J. Caballero, copy no. 16. 

* Coll. José Caballero, Madrid. 
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273. [Head of a Young Man with a Zig-zag Beard] 

Madrid, 1934. 

* Ink on half-title page. 

* Dedication and date: Para mi queridisima Bebé. / 
Con el carinio mas grande de su / Federico / 1934- 
Madrid-Méjico (For my dearest Bebé. / With all my 
affection / Federico / 1934-Madrid-Mexico). 

* Bibl.: Dib., 258, p. 218. 

* Prov.: from the poet to the wife of the Chilean 
diplomat Carlos Morla Lynch. 

* Coll. Ramon Soley, Paris. 


274. |Head of a Young Man with Moon and a Zig-zag 

Beard.| Madrid, 1934. Ink on half-title page. 

* Dedication and date: A mi querido amigo Rafael su 
companero / Federico. / Madrid-México-1934 (To my 
dear friend Rafael, from his companion / Federico / 
Madrid-México-1934). 

* Prov.: from the poet to Rafael Rodriguez Raptin, 
secretary of the Barraca. This is copy 23. 

* Bibl.; I. Gibson, FGL. 2. De Nueva York a Puente 
Grande (1929-1936), Barcelona, 1987, between pp. 
400-401, illus. 51. 

* Coll. Tomas Rodriguez Rapin, Madrid. 
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XV. Llanto por Ignacio Sanchez Mejias 
[Lament for Ignacio Sanchez Mejias]. First 
edition. (With drawings by José Caballero.) 
Madrid: Cruz y Raya, 1935. 285 x 215 mm. 





q LLANTO 
ror 


275. [Signature with Vegetal Motifs.) Madrid, 1935. 

Ink on half-title page. 

* Dedication: A Laurita de su viejo amigo / Federico / 
Madrid- 1935 (For Laurita from her old friend / 
Federico / Madrid- 1935). 

* Bibl.: Trece de Nieve, n.s., 1-2 (1976), p. 70; Dib., 
259, p. 219. 

* Proy.: from the poet to Laura de los Rios, daughter 
of the Socialist leader Fernando de los Rios; 
bequeathed to the present collector. 

* Coll. Laura Garcia-Lorca de los Rios, Madrid. 


275a. [Eye with Tears, Madrid, 1935.] 

* Ink on half-tile page. 

* Dedication: A ml gran poeta Vicente / Con los 
abrazos de su devoto y entranable / Federico (To my 
great poet Vicente / with many hugs from his 
devoted and dear friend / Federico) 

* Bibl.: M. Hernandez, "GL y Vicente Aleixandre: 
papeles perdidos, lineas halladas,” in Lecciones 
sobre FGL, Granada, 1986, pp. 217-233. 

* Proy.: from the author to V. Aleixandre, with copies 
of other books, lost during the Spanish Civil War. 
This copy was saved from the mins of Aleixandre's 
house. {It is shown in a photograph of mediocre 
quality which I obtained in 1975.) 

* Coll. Heirs of V. Aleixandre, Madrid, 
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276. Copy dedicated to the painter Juan Antonio 
Morales, Madrid, 1935. 


* Dedications by J. Caballero and FGL on half-title 


"J.C.; To Juan Antonio Morales -my friend- with 
as aie from / José Caballero. FGL: For Juan 
Antonio Morales. / With warm regards from us Bee 
Federico". Followed by an unsigned drawing by oe 
Caballero of some severed hands, imitating the style 
of those drawn by the poet. 

 Exhib.: Fundacion R. Acosta, Granada, 
MEAG, Madrid, 1986. 

» Bibl.; Dib.: 260, p. 219. 

* Coll. Morales family, Madrid. 
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MADELD, ‘933 


276.1 [Mask and Face, Madrid, 1935.] 
* India ink on half-title page. 
¢ Bibl.; Liforal, 8-9 (Sept. 1969). 


A mi guerds amigas 


Excirescsin Lépex Jaleee 





276.2 Andalusian Dancer. Bailarina andaluza. 
|Madrid, 1935.) 


* India ink on dedication page. 

* Printed text: "A mi querida amiga / Encamacion 
Lépez Jilvez,” (la Argentinita"), 

* Bibl.: M. Hernandez, "El arte del dibujo en la 


Soe de GL," FGL, Saggi criticl..,, Fasano, 1988, 
ae 5 , 





CUERPO PRESENTE 


LA picts cr una frente donde los sonkos pica 
Aa tener agus curva al cipreses belados 


Ls pledes ts was expalda para llevar al lempo’ 

con drboles de Mgrimas y cintas y planetas, ‘) 
Yo he visto Tyas poses cserer hacks Lis land 

Jevantando sat tiers brazot acribllados, 


para no ser canadas por a pled tendide 
que deuta sas micabros tin empapar la sangre 







Porque fs picdra coge simicates y nabladon, 
soqueletor de aloadras y Tobie de penszabra; 


276.3 |Elegiac Branches and Moon. Madrid, 1935.} 
« India ink on p. 17 at beginning of the section 
entitled "Cuerpo presente" (Presence of the Body). 


No quiero que le tapen Ia cara con pafinelos 
para que se acostumbre con la muerte que leva. 
Vete, Ignacio: No sientas el caliente bramido 
Duerme, vuela, reposs: (También se muere el rar! 





276.4 |Weeping Pierrot. Madrid, 1935.] te” 
* India ink on p. [20], at the end of "Cuerpo presen e 
(Presence of the Body). 
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277. [Signature with Vegetal Motifs and Weeping Half 

Moon.] Barcelona, 1935. 

¢ Green ink on half-title page. 

* Dedication: Para mi amigo Miguel Utrillo. / Recuerdo 
muy carinoso de / Federico Garcia Lorca / Barcelona 
1935 (For my friend Miguel Utrillo. / An affectionate 
souvenir from / Federico Garcia Lorca / Barcelona 
1935). 

¢ Exhib.: Pundacién R. Acosta, 1986; MEAC, Madrid, 
1986. 

¢ Bibl.: A. Rodrigo, "Los ‘extraordinarios dibujos 
reales’ que sonaba Lorca. Poesia visual," Historia y 
vida (Sept. 1986); Dib., 261, p. 220. 

© Coll. Biblioteca Rusinol, Sitges (Barcelona). 


278. Copy dedicated to Manuel Muntanola Tey, 
Barcelona, ca. 1935-1936. 
¢ Exhib.: Fundacion R. Acosta, 1986; MEAC, Madrid, 
1986. 
° Bibl.: Dib., 262, p. 220. 
© Coll. Casa Museo de FGL, Fuente Vaqueros 
(Granada). 


LLANTO. 
50k 


IGNACIO SANCHEZ METIAS 





oa 


278.1 [Signature and Self-Portrait with Wings, ca 
1935-1936.] Ink on half-title page. 
° Dedication: A mi queridisimo amigo Manolo. / 
Recuerdo muy carinoso de / Federico (For my dearest 
JSriend Manolo./With warmest regards from/Federico). 


LLANTO 


POR 


IGNACIO SANCHEZ MEJLAS 


De 


FEDERICO GARCIA LORCA 


Hy Sirens 


278.2 [Cut Hands, ca. 1935-1936.] 
* Ink on title page. 


XVI. Seis poemas galegos [Six Galician 
Poems]. First edition. 

Prologue by Eduardo Blanco Amor. 
Santiago de Compostela: Nos, 1935. 

205 x 165. 


Only 200 copies were printed of this book. according to 
information given by Eduardo Blanco Amior in the 
dedication he inscribed in a copy offered to Guillermo de 
Torre in Buenos Aires during the Spanish Civil War. 
According to the colophon, the printing of the edition ended 
on December 27, 1935. Lorea probably reccived copies in 
early 1936. 





LPY 


279. [Signature. Madrid, 1936.] 

* Ink on fly-leaf. 

¢ Dedication and date: "For my comrade Rafael R. 
Raptin / With an affectionate hug from / Feclerico / 
Madrid-1936". 

° Prov.: from the poet to R. Rodriguez Rapun, 
secretary of the Barraca and private secretary to 
Lorea in 1935-1936. 

* Coll. Tomas Rodriguez Rapin, Madrid. 


XVII. Bodas de sangre [Blood Wedding]. First 
edition. 

Madrid: Cruz y Raya, 1936. 

225 x 155 mm. 





BODAS DE SANGRE 


280. [Signature with Vegetal Motifs. Madrid.] 1936. 

* Ink on half-title page. 

* Dedication: A mi querido amigo Pepe Caballero 
magnifico / escenégrafo de esta tragedia / Con 
abrazos carinosos de admiracién / Federico / 1936 
(To my dear friend Pepe Caballero, the magnificent / 
stage designer of this tragedy / with many hugs and 
all my admiration / Federico / 1936). 

e Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

° Bibl.: G. Prieto, Dibujos de GL, Madrid, 1949, p. 15; 
Dib., 263, p. 221. 

* Coll. José Caballero, Madrid. 
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281. [Signature with Vegetal Motifs.] 1936. 

« Ink on half-title page. 

* Dedication: Para mi queridisimo Eduardo Llosent / 
Con un abrazo carifoso de Federico / 1936 (For my 
dearest Eduardo Llosent / with an affectionate hug 
Jrom Federico / 1936). 

* Bibl.; Dib., 264, p. 221. 

* Coll. Ramé6n Soley, Paris. 


‘All that we know with total certainty, however, is that 
Lorca wanted to illustrate Poet in New York with 


XVIII. Primeras canciones [First Songs]. First photographs and photomontages, and that these were 


PRIMERAS CANCIONES 
edition. Madrid: Héroe, 1936. 


Es nv never used. Perhaps he thought sf mixing photographs and 
Fey Earn jiy Mdina rT drawings and hoped to select and order these graphic 
185 x 118 mm. ! Phase materials once the book had reached proofs and the pages 


L 
iiss ne ie i, were being laid out. The final result, four years after Lorca’s 
wee si death, was the illustrated Poet in New York published by 
1 \ x Editorial Seneca, Mexico, with four drawings but no 
Hi vy photographs or photomontages. Only one of these four 
| Ae drawings has been located. Except perhaps for the Self: 
na Portrait, there is no assurance that the drawings are related 
| a to the book. The references which follow supply information 
{ about drawings catalogued supra as independent works. 
U — Essential information is repeated here and completed with 
el facts relevant to the edition of Poet in New York The partial 
: repetition of these catalogue descriptions seems justified 
| both by the doubts which remain about the way Lorca 
\ wished to use these four drawings and the importance of 
foe Poet in New York in his work. For the genesis of the 
posthumous edition of this book, see M. Hemandez, ed. 
FGL, Manuscritos neoyorquinos. "Poeta en Nueva York’ y 
otras hojas y poemas, Madrid, 1990; and C. Maurer, "Notes 
on the Poems," in Poet in New York, 1989, pp. 259-276. 


| 


we we 
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284. [Signature with Half-Moon in Tears.] Madrid, 1936. 





e Ink on half-title page. 
» Dedication: Para Enrique Molina / Recuerdo de su 


Madrid. / Federico Garcia Lorea / 1936. 285. [Bust of a Dead Man, ca. 1932. 
Bee Molina / remembering his visit to e Ink and colored pencils on paper? Dimensions and 
location unknown. 
Madrid. / Federico Garcia Lorea). 
° Bibl.: I. Gibson, FGL. 2. De Nueva York a Fuente © Bibl.: FGL, are ee 
282. [Double Face of Clown and Tears, Madrid, 1936.] Grande (1929-1936), Barcelona, 1987, between pp. Be ae ae Bacon in EGOS ze OHI ST ENS 
* Ink on half-title page. F 184-185, illus. 35. aie 
* Dedication and date; Para Rafael. / de / Federico: Prov.: from the author to the Argentine poet E. « Prov.; from the poet to José Bergamin in 1936 for the first 
1936 (For Rafael. / from / Federico- 1936). Molina. edition of PNY? 
° Prov.: from the poet to R. Rodriguez Rapun, Coll. Antonio Carrozzi Abascal, Buenos Aires. 
secretary of the Barraca and private secretary to 286. | 1 Forest, ca. 1932.] a 
Lorca in 1935-1936. * e India ink on paper? Dimensions and location nown. 
Coll. Tomas Rodriguez Raptin, Madrid. XIX. Poeta en Nueva York [Poet in New York]. « Bibl.: Verve, 1, 4 (Paris, 1939), p. 84; FGL, Poeta en Nucva 
Con cuatro dibujos originales [With four original York, ed. José Bergamin, México, Séncca, 1940, between 
drawings] pp. 64-65, between the poems "Ascsinato” (Murder) and 
A =i Q 1940. "Navidad en el Hudson" (Christmas on the Hudson); sce 
WiSilees See a no. 182 in this catalogue. 
235 x 172 mm. * Prov.; from the poet to José Bergamin in 1936 for the first 
= edition of PNY 
In the spring of 1936, Lorca gave José Bergamin the 
manuscript of Poet in New York, which was to be published 287. [Self-Portrait in New York, ca. nsze ez ; F 
PRIMERAS GANGIONES by Cruz y Raya. The project was cancelled by the advent of ® India ink on paper? Dimensions and location unknown. 
Sg war and by Lorca’s death. It was revived by Bergamin in * Bibl.: Verve, I, 4 (Paris, 1939), p. 83, titled Sepa! of 
i: iLaesll Paris in 1938 with the collaboration of Paul Eluard and the the Author in New York; Poeta en Nueva ere Mi he Ee 
oA e publisher Guy Levis Mano. Poet in New York remained 1940, between pp. 110 and 111, ae Ba Sean 
Z unpublished, but the Parisian magazine Verve in its first "Luna y panorama de los insectos Faecaenatals 
de / a i the Insects) and before the title for the section 
{ S issue of 1939 (I, 4, pp. 83-84) published an English EEHET OI ENTEATOGIS Ramin Il Ha catalogue. 
= ¢ translation of Lorca’s prose piece "Granada (Paradise Speeeiiromiie nectin Neaeeeuanta tn 1936 for the first 
iF x & Closed to Many)." This fragment of Lorca’s lecture on the ee Maine 
| Baroque poet Pedro Soto de Rojas had been taken, in all 
| = probability, from the Homenaje al poeta Federico Garcia 288. [Young Man and Pyramids. New York or Havana, ca. 1929- 
i 





\ idk 


283. [Signature with Vegetal Motifs}, 1936. 
* Ink on half-title page. 


* Dedication: Para Laurita / de / Federico / 1936- (For 


Laurila / from / Federico / 1936-). 

 Exhib.: Fundacién R. Acosta, 1986; MEAC, Madrid, 
1986. 

© Bibl.:Dib., 265, p. 221. 

* Prov.: from the poet to Laura de los Rios (see no. 
275). 

* Coll. Gloria Garcia-Lorca de los Rios, Madrid. 
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Lorca contra su muerte (Valencia-Barcelona, 1937, pp. 101- 
106), where it had been included, with an illustration by 
Ramon Gaya, in a selection of works by the assassinated 
poet. 

The translation that appeared in Verve was 
accompanied by two previously unpublished Lorca 
drawings. They were titled Self-Portrait of the Author in New 
York and "Drawing by the Author” (=Sexual Fores#). 
Because Bergamin had been involved with the Valencia- 
Barcelona Homenaje, to which he contributed an article, 
and because he remained in Paris until the end of the 
Spanish Civil War, in contact with French intellectuals, it 
was probably he who encouraged Verve to publish the 
translation and drawings. Among the materials which Lorca 
gave Bergamin for the first edition of Poet in New York, 
there were almost certainly several drawings, probably the 
very four that were finally included, as Bergamin himself 
tecalled much later, Supporting this possibility is the title 
of the first drawing in Verve, which would seem to have 
come from information provided by the poct himself, 
Bergamin, who was interested in publishing the book in 
France or the United States, may haye pre-published the 


two drawings, as he had done with some of the poems, in 
French translation. ‘ 


1930.] 

© India ink and colored pencils on paper. 

* 245 x 195 mm. Beso 

° rc it: Federico 

. SHTaL ee en Nueva York, México, Séneca, ae 
tipped in between pp. 138-139, after the poem "Vals en ; 
ramas" (Waltz in the Branches) and facing the title Be. 
"E] pocta llega a La Habana" (The Poet Arrives in Havanals 

b in this catalogue. 

is) Pe Rene poct to ieee Bergamin in 1936 for the first 
edition of PNY From José Bergamin to L. Cardoza in 
Mexico City, around 1940. 

* Coll. Luis Cardoza y Aragon, México, D.F- 


The poet's six-month stay in Argentina and Uruguay (1933- 
1934) to give several lectures and help stage his plays was 
his second encounter with America. This time, however, he 
was in Spanish-speaking countries, in a literary milieu that 
welcomed him with great enthusiasm. In Argentina he 
forged friendships with the Chilean Pablo Neruda, the 
Argentines Ricardo E. Molinari, Oliverio Girondo, and 


Norah Lange, the Mexican Salvador Novo, and many others. 


Through Molinart he had access to the great publisher 
Francisco A. Colombo, and collaborated as illustrator on 
three exquisite collector's editions, two by Molinari himself 
and one by Novo. He also did ten drawings for a literally 
unique book: Paloma por dentro, o sea, la mano de vidrio 
(Dove Inside, or The Crystal Hand), 1934, with typewritten 
poems by Neruda that were later collected in Residencia en 
Ia tierra (Residence on Earth). Only one copy was made, as 
a gift for Sara Tou, the wife of the novelist Pablo Rojas 
Paz. 

The Garcia Lorca who once illustrated the popular 
edition of Martana Pineda (1928) or drew the cover for his 
Gypsy Ballads was now sought after by his friends as a "de 
luxe” illustrator for bibliophile editions. It is Lorca himself 
who offered to illustrate the poems of Novo. In doing so, he 
was reaffirming his confidence in the worth of his graphic 
work, both for its lyrical suggestiveness and for its value as 
a friendly gift. This is confirmed by the drawings he 
continued to do in the copies of his books he dedicated to 
friends; some of these drawings are of excellent quality. In 
both types of drawings, ink is preferred, without the 
addition of color. This line of stylization will dominate 
Lorca’s later drawings. 

Curiously enough, Lorca would never do similar work 
for the books of Spanish poets, perhaps because there was 
no publisher in Spain comparable to Colombo. It is 
probable that he considered adding his own drawings to 
Poet in New York, which appeared posthumously (1940), as 
he had done for the books of his American friends. 
However, his last contribution as an illustrator would 
appear in a modest edition produced in Berlin, a book by 
Hans Gebser, Gedichte eines Jahres (1936), where Lorca’s 
drawings were used as vignettes. Gebser, anthologist of the 
Generation of 1927 and a poet himself, was to become one 
of the people to disseminate Lorca’s graphic works. 


I. Salvador Novo 

Seamen Rhymes 

Buenos Aires: Francisco A. Colombo 
1934 


289. Salvador Novo / Seamen Rhymes / Dibujos de 
Federico Garcia Lorca [Drawings by Federico Garcia 
Lorca] / [Vignette: double head of a sailor.) / Buenos 
Aires / 1934. 

° 272x 183 mm. 17 pp. + 3. The cover is the same 
as the title page but with a different vignette: 
another head of a sailor. The title page is printed in 
two colors: blue for the title, and black for the rest. 
Tipped into the edition are two drawings, printed 
on the same paper as the edition, and reproduced 
by photoengraving: Amor Novo, between pp. 10-11, 
and Busto de marinero con flechas (Bust of a Sailor 
with Arrows), between pp. 14-15. The book 
contains two poems numbered in Roman numerals 
and is dedicated to Ricardo B. Molinari. The end of 
the second poem, written in English, provides the 
title for the book. 


* Printer’s notice: "Of this work we have printed: ten 
copies (AJ) on Whatman Paper, five (XI-XV) on 
Pergamino paper; fifty (26-75) on Antique paper, 
and twenty-five (76-100) on Pergament paper. 
Copy” [continued in blue ink]: B de Federico Garcia 
Lorea, que embellecié este libro de su ya para 
slempre amigo Salvador Novo [rubric] 1933 (B of 
Federico Garcia Lorca, who embellished this book by 
his eternally grateful friend Salvador Novo {rubric} 
1933). The colophon tells us that Colombo finished 
printing the book on January 1, 1934. 

* Exhib.; Pundaci6n R. Acosta, Granada, 1986; 

MEAC, Madrid, 1986; Casa de Espana, Paris, 

1990. 

Bibl. S. Novo, "Prélogo” to FGL, Libro de poemas, 

Poema del cante fondo, Romancero gitano, Poeta en 

Nueva York, Odas, Llanto por Ignacio Sanchez 

Mejias, Bodas de sangre, Yerma, México, Pormia, 

1973, pp. XVII-XVIII; Db., 266, pags. 222-223. 

* Coll. Fundaci6n FGL, Madrid. 
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289.1 [Head ofa Sailor, Buenos Aires, 1933.] 
© Vignette on cover. (Original: drawing no. 186.) 











DRAWINGS BY FGL IN BOOKS 
BY CONTEMPORARY POETS 
(1934-1936) 
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289.2 [Double Head of a Sailor, Buenos Aires, 1933.] 
Vignette on title page. 
 Bibl.: Rafael Solana. "Mapa de afluentes en la obra 
poética de FGL," Letras de México, 29 Wuly 1, 
1938); FGL, Libro de poemas..., México, 1973, p. 
XVIII; Trece de Nieve, n.s., 1-2 (1976), p. 61. 
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289.3 


289.4 
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Amor Novo, [Buenos Aires, 1933.] 
* Tipped in between pp. 10-11. (Original: drawing no. 
187.) 





[Bust of a Sailor with Arrows. Buenos Aires, 1933.] 

* Tipped in between pp. 14-15. 

* Bibl.: "Poema” in MegGfono, 12 (Buenos Aires, April 
1934), p. 1; FGL, Tieres de Cachiporra, Buenos 
Aires, 1953, cover, G. Prieto, Lorea y su mundo 
angélico, Madrid, 1972, p. 124; Trece de Nieve, 
n.s., 1-2 (1976), p. 154. 


Salvador Novo has written of this book, and the origin of 
the drawings "|...] It was around the same time, [...] that 
Federico put on the premiere of The Shoemaker's Prodigious 
Wife [Buenos Aires, December, 1, 1933}. [...] I was ill. And 
when I least expected it, Federico burst into my hotel room 
bringing four drawings which he had just made for my 
poem, and which were to illustrate the exquisite limited 
edition of 100 copies on different papers that [Ricardo E.] 
Molinari had asked Francisco Colombo to print. (These 
drawings have been reproduced frequently, one of them in 
the Aguilar edition of Lorea's Complete Works, where it 
appears under the title of ‘Amor novo). Later Lorea talked 
and talked. Pacing from one side of the room to the other, 
confident of his ability to chase away the duendes [imps] of 
my illness through the gypsy spells he recited delightedly. 
One of the most effective sorts of exorcism inyolved 
throwing water out a window, and this he did. It wasn’t 
long before the hotel manager came up to reproach us for 
having soaked someone who had been going by on the 
street.” 

S.N., "Prélogo” to F.G.L., Libro de poemas...., México, 
Pormia, 1973, pp. XVII-XVIII. 


II. Pablo Neruda-Federico Garcia Lorca. 
Paloma por dentro, o sea, la mano de vidrio 
[Dove Inside, or The Crystal Hand]. 

Buenos Aires, 1934. 

Edition of one copy. 


290. PALOMA POR DENTRO / 0 sea / LA MANO DE 
VIDRIO / Interrogatorio / En / Varias estrofas com- 
/ puesto en Buenos Ai- / res por el Bachiller / Don 
Pablo Nenida e {- / lustrado por Don Federico / 
Garcia Lorca. / [Sketch of a winged creature with a 
branch in its mouth.] Ejemplar unico / hecho en 
honor de / Dona Sara Tornt de / Rojas Paz. / 
{Buenos Aires] 1934. (DOVE INSIDE / or / THE 
CRYSTAL HAND / Interrogatory / In / Various 
Stanzas Com- / posed in Buenos Ai- / res by el 
Bachiller / Don Pablo Nemda and illustrated / by 
Don Federico / Garcia Lorca. / One copy / made in 
honor of / Dona Sara Tom de / Rojas Paz. / 
[Buenos Aires] 1934). 
© School drawing paper in various colors and in loose 
sheets measuring 295 x 280 mm., with typewritten 
poems of Pablo Nenida and illustrations in India 
ink by FGL. Cover in burlap with a dove by Jorge 
Larco embroidered on the cover with green thread. 
Dedication by Pablo Neruda on an unbound page: 
A nuestra extraordi- / naria amiga / La Rubia / 
recuerdo / y / carino / de / dos / poetas 
insoportables / Pablo / Buenos Aires abril 1934 (To 
our extraordinary friend / the Blonde / this 
souvenir / and / much affection / from / two / 
unbearable poets / Pablo / Buenos Aires April 
1934). 
Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAG, Madrid, 1986. 
Bibl.: P. Neruda, OC, Buenos Aires, 1968, vol. II., 
between pp. 1312-1313; -,El fin del viaje, 
persion 1982, pp. 103-143; Dib., 267, pp. 224- 
7. 
Proy.: from Pablo Neruda and Federico Garcia 
Lorca to Sara Tornii de Rojas Paz, "la Rubia"; 
bought in London by the present collector in 1989. 
Coll. Biblioteca Nacional, Madrid. 
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1 have ordered the drawings in accordance with the notes I 
took in July 1985 in Buenos Aires, where I was able to 
examine and photograph the original, in the posession of 
ie son of Sara Tort de Rojas Paz. The problem of 
ordering affects two drawings, the ones titled here S 

Nude and Head of a Statue. ie 
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290.1 “Dove Inside.” "Paloma por dentro.” Buenos Aires, 
April 1934. 
© India ink on title page; gray drawing paper, with 
typewritten text. This is the title poem of the book. 





290.2 [Image of Death.] Buenos Aires, April 1934. 

* India ink on title page of the poem "Solo la muerte” 
(Only Death); light yellow drawing paper. 

© Signed lower right: -Federico Garcia Lorca. 

* 1934- FGL, Antologia poética (1918-1936), ed. R 
Alberti and G. de Torre, Buenos Aires, 1943, p. 97: 
G. Prieto, Dibujos de FGL, Madrid, 1949, p. 25; 
FGL, OC, 1954, ete. L. Garcia Capni, La pintura 
surrealista espaiola, (1924-1986), Madrid, 1986, p- 
83. 
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290.3 "Only Death. Solo la muerte.” (Drawing of title 

of poem.) Buenos Aires, Abril 1934. 

¢ India ink on gray drawing paper. 

e Text of the poem: “There are lonely cemeteries / 
tombs full of soundless bones / the heart going 
through a tunnel / dark, dark, dark, / like a 
shipwreck we die into ourselves". 
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290.4 [Sexual Nude.] Buenos Aires, April 1934. 
* Preceding the poem "Oda con un lamento" (Ode 


with a Lament), which is copied on a separate page. 


* Ink ona page measuring 215 x 183 mm. pasted on 
gray drawing paper. 





290.5 [Venus] Buenos Aires, April 1934. 

* India ink on title page of the poem "Agua sexual” 
(Sexual Water), with typewritten title; gray drawing 
paper. 

* Signed lower right: Federico Garcia Lorca 1934 

* Inscr.: AMOR / AMOR/ LUNA (LOVE / LOVE / 
MOON) 

* Bibl.: Trece de Nieve, n.s., 1-2 (1976), p. 148. 
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290.6 [Sailor for the poem "Material nupcial (Nuptial 

Matter). Buenos Aires, April 1934. 

India ink on title page of poem, with typewritten 
title; pink drawing paper. 

» Inscr. and signature: Sélo el misterio / nos hace 
vivir / Sélo el misterio / Federico Garcia Lorca 1934 
(Only mystery / makes us live / Only mystery / 
Federico Garcia Lorca 1934). 

* Bibl.: FGL, Antologia poética (1918-1936), Buenos 
Aires, 1943, p. 47; G. Prieto, Dibujos de GL, 
Madrid, 1949, p. 24; FGL, OC, 1954, etc. A. 
Belamich, Lorca Paris, 1962, between pp- 160-161; 
C.B.. Morris, Surrealism and Spain, 1920-1936, 
Cambridge, 1972, between pp. 118-119; L. Garcia 
de Carpi, La pintura surrealista espanola (1924- 
1936), Madrid, 1986, p. 174. 
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290.7 Bedroom. Alcoba. Buenos Aires, April 1934. 

* India ink on title page for the poem "Severidad” 
(Severity), with typewritten title; gray drawing 
paper. Signed lower left: Federico Garcia Lorca / 
1934. 

° Inser.: "ALCOBA"; “;Ay!" (eleven times). 

° Bibl.: FGL, Antologia poética, Buenos Aires, 1943, 
p- 151; G. Prieto, Dibujos de GL, Madrid, 1949, p. 
23; M. Hemandez, ed., Yerma (Obras de FGL, 2), 
Madrid, 1981, cover. 
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290.8 [Head of a Statue.] Buenos Aires, April 1934. 

e Ink ona page measuring 215 x 183 mm. fringed 
with scissors in upper right comer, pasted to light 
yellow drawing paper. Precedes the poem 
"Desexpediente,” which is copied on a separate 
page. 

* Signed lower right: Garcia Lorca / 1934. 
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290.9 |Lips.] Buenos Aires, April 1934. 


© India ink on title page for poem "Walking Around,” 


with typewritten title; light yellow drawing paper. 
© Signed lower right: Garcia Lorca / 1934 





290.10 Cut heads of Federico Garcia Lorca and Pablo 


Neruda. Cabezas cortadas de Federico Garcia Lorca y 


Pablo Neruda. Buenos Aires, April 1934. 
* India ink on light yellow drawing paper. 


e Inscr.: "Cabezas cortadas de Federico Garcia Lorca 
y Pablo Neruda / autores de este libro de poemas. / 


Este patético dibjo fue realizado la tarde del 
Martes 13 de 1934 en la / ciudad de Santa Maria 
de los Buenos Aires asi como todos los demas / 
dibujos- (Cut heads of Federico Garcia Lorea and 
Pablo Neruda / authors of this book of poems. / 
This pathetic sketch was made the aftemoon of 


Tuesday the 13th, 1934 in the / city of Santa Maria 


de los Buenos Aires, as were all the other 
drawings)". 
¢ Bibl.: Trece de Nieve. n.s., 1-2 (1976), p. 166. 


Ill. Ricardo E. Molinari 

Una rosa para Stefan George [A Rose for 
Stefan George] 

(Con un dibujo de Federico Garcia Lorca [with a 
drawing by Federico Garcia Lorca]) 

Buenos Aires: Francisco A. Colombo, 1934 


291. RICARDO E. MOLINARI / UNA ROSA PARA STEFAN 
GEORGE / (Con un dibujo de Federico Garcia Lorca) 
/ \vignette: anchor and dolphin] / BluenoJs. Alire]s. / 


1934, 
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Four sheets, folded in the center, measuring 483 x 
310 mm. The printed sketch occupies a page 
measuring 306 x 244 mm. ‘The theme of the sketch 
seems to correspond to the following lines from the 
poem: “Sleep! To sleep forever is good, beside the 
sea; / with the dry rivers under the earth with their 
rose of dead blood”. 
Numbered edition of 42 copies. q 
Colophon: "This book was printed in Buenos Aires 
by D. Francisco A. Colombo, and the edition 
consists of two copies on Auvergne paper; four on 
Whatman paper, eighteen on Fabriano rag, and 
eighteen on Ingres. Edition not for sale.” Followed 
by a vignette signed by S.: a branch with an open 
pomegranate and the legenda: "Concordia res / 

e crescunt.” 
Cone "No. [in handwriting of Molinari:] 42 / Para 
Laurita de los Rios signatures of:] Federico y 
Ricardo E. Molinari. 
(Molinari still had his copy of this book, with the 
original drawing, in 1986. Lorca signed the book 
and added a drawing of a goblet. The location of 
Lorca's copy is not known. 
Exhib.: Fundacién R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 
1990. 


« Bibl.: Dib., 268, p. 228. 
* Coll. Fundacion FGL, Madrid. 





291. |Rose of Death. Calligram. Rosa de la muerte. 


Caligrama. Buenos Aires, 1934.] 
Ink on paper. Drawing printed on fly-leaf. 
* Text of the calligram: Aire para tu boca / 
TierraNterraTierra / y MaderayMadera / 
yslempreystempre / cuerpo cuerpo cuerpo cuerpo 
cuerpo / eee / nunca nunca nunca nunca 
nunca nunca/ yslempreystempreysi re 
MUERTEE|MUJERTEMEU / nea AGUA 
PARA TU AMOR / FUEGO PARA TU CENIZA / 
MuerteyMuerteyMuerte / Tierra / PARA / TU / 
ALMA / MuerteyMuerteyMuerte 
fae your mouth / EarthEarthEarth 
WoodandWood / andeverandever / b 
body body body body /andNever, / ets se 
never never never never / and 
alwaysandalwaysandalways / 
DEATH/DEATH/DEA / DeathandDeath / WATER 
HOR YOUR LOVE / FIRE FOR YOUR ASH / 
athandDeathandDeath / Earth / FOR / YOUR / 
ate / DeathandDeathandDeath), 
‘oll. Ricardo E. 
the Fundacion Lo aR ME ae gee 


IV. Ricardo E. Molinari 

El taberndculo [The Tabernacle] 
Buenos Aires: Francisco A. Colombo 
1934 


292. RICARDO E. MOLINARI / EL TABERNACULO / 
Dibujos de Federico Garcia Lorca / |vignette: head of 
a dead sailor] / BUENOS AIRES / 1934 
e 240 X 160 mm. 50 pp. + 4. The title page is the 
same as the cover, with the same vignette, The 
other four drawings are reproduced on the same 
paper as the edition. 
Autograph dedication on the back of the first fly- 
leaf: Para Federico, / Con el agradecimiento / y el 
carino de su amigo / Ricardo E. Molinari / Bs, As. / 
1934 (For Federico, / with gratitude / and affection 
/ from his friend / Ricardo E. Molinari / Blueno|s 
Alire]s / 1934). 
Edition of 313 copies, according to the printer's 
notice: "One hundred sixty three copies have been 
printed: one on Auvergne paper, two on Fabiano 
Perusia, five on Whatman and five on Fabriano Tag 
(A-M); none of these are for sale and all are signed 
by the author, and one hundred fifty copies (1-150) 
on Ingres paper, all of which constitute the present, 
and only, edition.” Followed by a vignette signed 
"S."; branch and open pomegranate with the 
legend: "CONCORDIA RES PARVAE CRESCUNT," 

© Copy: "F / Federico Garcia Lorca”. Signature: 
Ricardo E. Molinari 

© Colophon: "This book was printed in the city of 
Buenos Aires, by D. Francisco A. Colombo. It was 
finished August 24, 1934. Laus Deo,” 

e Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 
1990. 

Bibl.: Dib., 269.1-269.5, pp. 228-229. 
Coll. Copy in the Fundacion FGL, Madrid. 
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RICARDO E. MOLINARI 


EL TABERNACULO 


Dibejos de Federice Ours Leres 
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292.1 {Head of a Dead Satlor. Buenos Aires, 1934.) 
¢ Vignette on cover and title page. 
* Bibl.: G. Prieto, Lorca y su mundo angélico, 
1972, p. 113. 


Madrid, 





292.2 [Drowned Sailor. Buenos Aires, 1934.] 
¢ Printed on p. 25. 


* Bibl.: G. Prieto, Lorea y su mundo angélico, Madrid, 


1972, p. 91. 
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292.3 [Cut Head on the Rua das Gaveas. Buenos 
Aires, 1934.) 
* Printed on p. 35. 
* Bibl; FGL, OC, 1973, vol. I, p. 1282. 





292.4 Rua das Gaveas. [Buenos Aires, 1934.} 
* Printed on p. 41. 


* Inscr.: RUA / DAS / GAVEAS 


* Bibl.: G. Prieto, Lorca en color, Madrid, 1968; FGL, 


OC, 1973, vol. I, p. 1268. 
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292.5 Rua da Morte. [Buenos Aires,] 1934. 

* Printed on p. 49. 

© Signed and dated lower right: 
Federico Garcia Lorca, 1934. 

 Inser.: RUA / DA / MORTE// 12345 

* Bibl.: G. Prieto, Lorea en color, Madrid, 1968; FGL, 
OC, 1973, vol. I, p. 1267; L. Garcia de Carpi, la 
pintura surealista espafiola (1924-1936), Madrid, 
1986, p. 173. 


V. Hans Gebser 

Gedichte eines Jahres [Poetry Yearbook] 
[With two drawings by FGL.] 

[Berlin]: Verlag die Rabenpresse, 1936. 
257 x 253 mm. 


293. Exhib.: Fundacién R. Acosta, Granada, 1986; MEAC, 

Madrid, 1986; Casa de Espana, Paris, 1990. 

* Bibl.; Dib, 270, p. 230. 

* Prov.: These drawings, together with the series 
catalogued here as "Jean Gebser series,” were 
probably given to Gebser during his residence in 
Madrid (1934-19367), when he was in close 
relation with Altolaguirre, Cernuda and Lorca, and 
when he and Roy Hewin Winstone were preparing 
the brief anthology entitled Neue Spanische 
Dichtung (Berlin, Rabenpresse, 1936). 

* Coll.: Copy in the Fundacion FGL, Madrid. 


HANS GEBSER 


GEDICHTE EINES JAHRES 





293.1 [Vase with Two Floating Fish. Florero con dos peces 
flotantes, ca. 1935-1936.] 
* Vignette on the dust jacket of the book. 
(Original, n* 208.) 


HANS GERSER 


GEDICHTE EINES JAHRES 





293.2 [Vase with Three Fish.Florero de los tres peces.| 


* Vignette on the dust jacket of the book. 
(Original, n° 207.) 
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This section includes designs for stage sets and costumes, 
and other drawings related to Lorca's work in the theater, 
both as playwright and as stage director. His plastic vision 
of the stage comes to light not only in the laconic, rapid 
stage notes of his mature works, but also in illustrations of 
his own manuscripts, as in a very early work for puppets, 
Cristobical, probably from 1921, or in a comedy which he 
planned but never wrote, Don Mirlo (1924), the manuscript 
of which contains a sketch with his ideas for the stage set. 
On another occasion, Lorca illustrates the list of characters 
of a work he would wnite ten or eleven years later: Dona 
Rosila the Spinster, whose premiere took place in 1935, but 
which he conceived as early as 1924. These are occasional 
pieces, in which the poet jots down his graphic ideas. They 
are included here because they help to complete the 
documentation relative to his theater. Other texts and 
drawings showing Lorca’s ever-changing views of his 
theatrical works are found his correspondence, e.g. the 
case of Mariana Pineda (see no. 324). 

Of the stage sets which Lorca helped to design, there 
remain only curtains (for puppet shows) and studies. Many 
of the studies have been lost, e.g., those made for the 1930 
premiere of The Shoemaker's Prodigious Wife, which were 
reelaborated by Salvador Bartolozzi. We have some, but not 
all, of the ones Lorca made for the premiere of Mariana 
Pineda in Barcelona, 1927. The stage designs which 
Salvador Dali painted for that work are no longer extant 
(they perished in a fire in Santiago, Chile, as Santiago 
Ontanon would remember years later ("Semblanza de 
FGL’). 
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I. STAGE DESIGNS 
1. Cristobical. A Joke. 


AAD 


— (Nae 








294, [Note for stage design for "Cristobical.” Granada, ca. 

1921.) 

e Ink on paper. Dimensions and location unknown. 

* The stage directions read as follows: "Painted on 
the backdrop, an Andalusian town with melancholy 
arcades. In the background, a big mountain in 
deep ochre, crowned by a blue-blackness where 
stars of live gold shine. At right and left, two yellow 
palm trees. It is the moming of the fiesta of Saint 
John in an Andalusian town. A group of girls awre 
awaiting the stroke of midnight to wash their faces 
in bewitched water” (tr. Edwin Honig, Four Puppet 
Plays..., New York, The Sheep Meadow Press, 
1990). Spanish original published by Menarini, 
"Cristobical,” Anales de Literatura Espanola 
Contemporénea, 11 (1986), pp. 13-37; "Federico y 
titeres: cronologia y dos documentos,” Boletin de la 
Fundaci6n FGL, 5 (1989), p. 113. 

* Prov.: The original, from the Garcia Lorca archives, 
Was reproduced before its disappearance (1983). It 
was preserved among the poet’s papers. 


2. Anonymous. Los dos habladores; and 
FGL, La nifia que riega la albahaca y el 
principe pregunton, viejo cuento andaluz 
en tres estampas y un cromo (Anon., The 
Two Talkers; and FGL, The Girl Who 
Waters the Basil and the Inquisitive 
Prince: Old Andalusian Tale in Three 
Engravings and a Chromolithograph). 


On January 6, 1923, at the Lorca house in Granada, the 
poct helped to stage a puppet session with three works: The 
Two Talkers, The Girl Who Waters the Basil and the 
Inquisitive Prince; and the Mystery of the Three Wise Men. 
The printed program of this session has been preserved. 
Both Lorca and Manuel de Falla worked actively on this 
event (which included pieces by Stravinsky, Ravel and 
Debussy), as did the painter Hermenegildo Lanz. According 
to the program, "the heads of the characters [in the first 
two works] were done by the etcher Hermenegildo Lanz, 
and the stage settings were painted by the poet Federico 
Garcia Lorca.” In a copy of the program that Lanz sent to 
his flancée, he crossed out Lorca’s name and substituted 
his own. The rectification was meant to have historical 
value. Lanz added on page 1: "Don't ever lose this program, 
for it is the first one done in Spain with a folk character 
with the participation of an eminent musician” (facsimile of 
the program in the catalogue of the exhibition Hermenegildo 
Lanz y las vanguardias culturales, Granada, Escucla de 
Artes Aplicadas, 1978). 

The words added to the program pose the problem of 
who painted the stage decorations for the puppet session. 
Part of those decorations were framed and preserved in 
what was to be the Lorca family's second dwelling in 
Granada, the Huerta de San Vicente. A summary analysis 
leads one to suppose that the two paintings might have 
been done in collaboration. The professional hand of Lanz 
seems too ingenuous or "naive" in certain details, and 
Lorca's hand scems too confident and too predictible in 
others. It is logical to think that in a "home-made" work like 
this, neither of the friends cared much about attribution, 
After all, neither of them added his signature. The 
treatment of the peacocks on the proscenium arch, which 
clearly shows the inspiration of Modernism, can only be the 
work of Lanz. It is impossible to confuse his hand with 
Lorca’. In the third stage design, painted for Lorea’s work 
The Girl Who Waters the Basil, we find the lyrical, naive 
atmosphere of other drawings by Lorca, and it appears that 
this was his work alone. With justifiable pride, Lanz wanted 
to leave Sofia Duran evidence of his collaboration on the 
painting for the proscenium arch and the stage sets. To 
enter into details about who painted what would have 
seemed out of place. 





295. [Square with Church and Fountain with Water Jets. 297. [Garden with the Tree of the Sun and the Tree of the e Exhib.: MEAC, Madrid, 1986; Casa de Espana. 
Granada, January 1923.) Moon. Granada, January 1923.| Paris ‘1990. A : ; ara 
* Stage setting for Los dos habladores, done by FGL * Stage set for La nifia que riega la albahaca... 5 Bibl.: H. Oppenheimer Lora: The Drawings 
CNET Meant * Gouache on paper. 150 x 108 mm. London, 1986, p. 105; Dib., 306, pp. 239 y 240. 
* Gouache on paper. 146 x 110 mm. * Exhib.: Fundacion R. Acosta, Granada, 1986; * Prov.: the poet's private collection, on a loose page 
« Exhib.: Fundact6n R. Acosta, Granada, 1986; MEAC, Madrid, 1986; Casa de Espana, Paris, found among his manuscripts. ‘ 
MBAC, Madrid, 1986; Casa de Espana, Paris, 1990. OI GALINRELE GARE THC 
1990. * Bibl: M. Hernandez, "Ronda de los : i : 
© Bibl.: Dib., 273, p. 232. autorretratos...", Dib., pp. 92-93; Dib., 275, p. 232. (This list of characters, some of whose names were used in 
* Prov.: The poet's private collection. * Prov.: The poct’s private collection. Mariana Pineda, finished in 1925, confirms Lorca’s memory 
© Coll. Casa Museo Huerta de San Vicente, Granada. * Coll. Casa Museo Huerta de San Vicente, Granada. of the slow genesis of Dona Rosita the Spinster, staged in 
Barcelona in December 1935. Without knowledge of these 
documents, the critics had supposed that this play 
originated much later. Lorea declared in 1936: 
3. Dona Rosita la Soltera. Historia "My most recent comedy, Dona Rosita the Spinster or 
granadina en varias estampas y un the Language of the Flowers, was conceived in 1924. My 


friend [José] Moreno Villa told me one day: ‘I'm going to tell 


cromo [Dona Rosita the Spinster-/Story/of; you the lovely story of the life of a flower: the Rosa mutabile 


Granada in Several Engravings and a 
Chromolithograph]. 





STAGE AND COSTUME DESIGNS 
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[sic, for ‘mutabilis'], from an eighteenth century book about 
roses.” ‘Allright.’ ‘There was once a rose... And when he 
finished the marvellous tale of the rose, my comedy was 
written. It came to me already finished, impossible to redo. 
And yet, I didn’t write it until 1936 [sic]. The years 
themselves have embroidered the scenes and provided 
verses for the story of the flower.” 

The drawing and the list of characters give us Lorea’s 
original idea for this comedy. After the information given 





296. [House with a Tower. Granada, January 1923.} 298. [Arabic Arch and Garden in Sele eee ao him by Moreno Villa, the play entered a second phase, and 
© Gouache on paper, by FGL and Hermencgildo Lanz. ° Ink and colored pencils on Lie aes Lorca thought of the subtitle (The Language of the 
110 x 127 mm. * Text: " "Doria Rostta la soltera" / g Flowers’). The main character became a symbolic, mutable 
© Exhib.: Fundacion R, Acosta, Granada, 1986; en varias espampas [sic] / y sa cara a "rose" ravaged by the passage of time and by her own 
MEAC, Madrid, 1986; Casa de Espana, Paris, =Personajes= / Doria Rosita -, 30 anos / Soleda solitude.) 


1990. Garcia 17. / Amparo- 23 / ymueta ee 
: n tias- 60 (‘Doria Rosita ip Z 

© Bibl.; Dib., 274, p. 232. Dona Angus! St 

* Prov.: The poet's private collection. Story of Granada in Several Engravings / 


Chromolithograph / =Characters= / Dona Rosita - 
* Coll, Casa Museo Huerta de San Vicente, Granada, Secu u Ae aes 


Enriqueta Chacén -19 / Doria Angustias- 60) 
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Pencil and colored pencils on paper. 310 x 240 


4, DonMirlo 
mm a 
 Exhib.; Fundacién R. Acosta, Granada, 1986; 
MEAG, Madrid, 1986. 
 Bibl.: FGL, Cartas a sus amigos, Barcelona, 1950, 
jy oe ter p. 30; A. Rodrigo, Garcia Lorea en Cataluria, 
eee a Barcelona, 1975, p. 97; ‘ 
We 2 /  Prov.: from the poet to S. Dali, as a preparatory 
1 iN sketch for the stage designs of Dali for Mariana 


Fear \ 
Pineda. 
; * Private collection, Barcelona. 


(Initial stage note to act one of Mariana Pineda: "Mariana's 
house. White walls, On a table, a crystal fruit dish full of 
quinces. There will also be quinces hanging from the 
ceiling. On the commode, big branches of silk roses.”) 





302. [Third Engraving: Convent of Santa Maria Egipctaca, 
1927.] 
e Pencil and colored pencils on paper 230 x 155 mm. 
e Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 
e Bibl.: Dib., 280, p. 233. 


. oS ars oO 
V7 pas e Prov.: from the poet to S. Dali, as preparatory 
(y iy 0 fil drawing for the stage settings done by Dali. 





299. [Study for a Stage Design for a Projected Work. ca. Private collection, Barcelona. 


1924.) 
* Pencil on paper. 176 x 130 mm. 





{Initial stage note to third act of Mariana Pineda: "Convent 


 Inser,; "-Don Mirlo- / Don Mirlo- / Amargo- / ean 
Teodora- / Transtto- / {word crossed out] / Alfonso" 
e Bibl.: M. Hernandez, ed., La zapatera prodigiosa. 





of Santa Maria Egipelaca, Granada. Arabic features. 
Arches, cypress trees, little fountains and myrtle. There are 
some benches and some old leather chairs.") 


(Obras de FGL, 7), Madrid, 1982, pp. 19-20; Lina 
Rodriguez Cacho, ed., FGL, La zapatera prodigiosa. 
Edicién y estudio critico, Valencia, 1986, p. 180; 
Dib., 276, p. 232. 

 Prov.: The poet's private collection; found among 
his papers. 

* Coll, Fundacién FGL, Madrid. 





301. ae Engraving. Main Room in Mariana's House, 6. For an unknown work. 
¢ India ink on paper. 250 x 155 mm. 
e Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 
e Bibl.; Ana Maria Dali, Salvador Dalf visto por su 


5. Mariana Pineda. Romance po hermana, Barcelona, 1949, between pages 104- 
ROpUlanen 105; Dib., 279, p. 233. 


tres estampas [Mariana Pineda. Popular * Prov.: from the poet to S. Dali, as preparatory 


Ballad in Three Engravings] sketch for the stage designs of Dali. 
* Private collection, Barcelona, 


(Initial stage note for second act of Mariana Pineda: "Main 
room in Mariana’s house. Intonation in shades of gray, 
white and ivory, like an old lithograph. White divan. To the 
rear, a door with a gray curtain and lateral doors. There is 
a console with an um and big boughs of purple and green 
silk flowers. In the center of the room a pianoforte and 
crystal chandeliers. It is night.") 





303. [House with Arch and Moon, ca. 1933-1936.) 

* Sketch for stage design for an unknown work?. 

© Ink on paper. 160 x 220 mm. 

* Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986; Casa de Espana, Paris, 
1990. 

Bibl.: M, Hernandez ed., FGL, La casa de Bernarda 

Alba, Madrid, 1981, cover; Dib., 281, p. 234- 

* Prov.: The poet's private collection; found among 
his papers. 

* Coll. Fundaci6n FGL, Madrid. 





300. [First Engraving. House of Mariana Pineda, 1927.) 


238 


I. 
1. 





304. 


COSTUME DESIGNS 


2. 
For an unknown work 


La zapatera prodigiosa. Farsa violenta 
[The Shoemaker’s Prodigious Wife. 
Violent Farce] 


Ten costume designs measuring 230 x 175 mm. Location 
unknown. 


* Colored pencils on paper. 

* Bibl.: Marie Laffranque, Les idées esthetiques de 
FGL, Paris, 1967, pp. 236-237; Ubaldo Bardi, FGL 
musicista, scenografo e diretlore della Barraca, 
Firenze, 1978, libros de los que se reproduce; M. 
Hemandez, ed., FGL, 

* La zapatera prodigiosa, Madrid, 1982, pp. 160-162; 
Dib., 283-292, pp. 234- Dib., 283-292, pp. 234- 

236. 

Proy.: The poet's private collection, preserved by 

Isabel Garcia Lorca. 

* Coll. Fundacién FGL, Madrid. 


. 


(These ten costume designs are from the premiere of The 
Shoemaker's Prodigious Wife: one can tell because the 
name of (Margarita) Xirgu, the actress who played the 
leading role in the performance at the Teatro Espanol, 
Madrid, 1930, appears in the first drawing. The program of 
the premiere tells us that the performance was done with 





"sketches for set and costume designs by Federico Garcia 306. 
Lorca, realized by Salvador Bartolozzi. Those "sketches" for 
the sct designs are now lost, but there is an echo of them 
in the photographs of the performance. We do have the 
sketches for the costume designs, which have been 
reproduced by Marie Laffranque and Bardi (see 
bibliography, supra); the latter transcribes the poct's notes 
for the costumes. The series is completed by photographs 
in the archives of the Fundacién FGL. The location of the 
sketches is unknown: they may have belonged to Bartolozzi 
or to Lorca himself, There is a last echo of these costume 
designs from 1930 in the sketch in which Lorca authorizes 
the French translation by the Hispanist M. Pomés in April 
1936). 
Costume Design for a Ballet. Figurin para un ballet, 
1926. 
¢ Ink and colored pencils. 380 x 220 mm. 
© The title and date have faded from exposure to 
light, making them almost illegible. =. 
* Exhib.: Fundaci6n R. Acosta, Granada, 1986; he? 
MEAC, Madrid, 1986; Casa de Espana, Paris, 
1990, 
° Bibl.: H. Oppenheimer, Lorca: The Drawings, 
London, 1986, p. 41; Dib., 282, p. 234. 
305. Dress of the Shoemaker's Wife. First Act. 1930. 307. 


* Inscr. upper right, in an unknown hand: "Xirgu"; in 
ae eee at center right: "(dress of the 
wife). Intense green. Bands of color at the waist, 
which is dense black. No stocking. Patent leather 
shoes. Pleated skirt. Tightly fitting bodice. Ruffles 
on cuffs of black lace, Hair pulled taut. Large 
mouth with lipstick. Coral earrings. First act. 





. The Wife's Dress. Second Act. [Madrid, 1930]. 
e Inscr. in an unknown hand: La zapatera prodiglosa 
/ Xirgu; Lorca’s handwriting: Second act. Pleated 
dress. Dress violent red and red rose. No earrings. 
Greener than in the previous dress. One arm bare. 
Bands of color to the neck and waist of a different 
red. 
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Red Neighbor. (Madrid, 1930.] 

* Inscr. upper left, in an unknown hand: Mesa [name 
of actress]; There is a rough sketch of the dress 
seen from the back, with a note on the back, in the 
handwriting of the poet: Red neighbor. Red dress. 
Green appliqué. Big black madrofios. Be carefitl of 
the irregular design of the triangles. It must be 
exact 
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308. Neighbor in Purple Dress. [Madrid, 1930.] 
© Inser. upper left, in an unknown hand; Pacello; in 
Lorca’s handwriting, to the right: Neighbor in purple 
dress. Stiff flounces of pink organdy. 
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309. Neighbor in Green Dress. |Madrid, 1930.] 
¢ Inser. upper left, in an unknown hand: Neighbor in 
Green Dress. White adomments and red macronos. 
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310. Neighbor in Yellow Dress. [Madrid, 1930.] 


311. Blue Neighbor. |Madrid, 1930.] 


* Inser. upper left in an unknown hand: Bofill; in 





312. White Suit [Madrid, 1930]. 
e Inscr. upper right: While suit with big red madrojos 


* Inscr. upper right in an unknown hand: Sia. 
and pattems on red cloth. 


Sanchiz; in FGL’s handwriting, below: Neighbor in 
yellow dress. Adomments of yellow cloth that is 
more intense. Starched cuffs that end in points of a 
more intense yellow. 





313. Mayor. (Madrid, 1930.] 
© Inser. upper right: Mayor, Blue velvet sult with silk 
ribbon. Large cape with wide collar. White socks of 
thick linen. He carries a cane with the head and tp 
of silver. Gray sash (in both acts). 


FGL's hand, upper right; Blue neighbor. Pink bands 
of color. Narrow sleeves, Big black madronios. Under 


his notes, glued to the paper, is a sample of the 
cloth. 


Miguel de Cervantes, interlude entitled 
La cueva de Salamanca. 


a . ; (Costume Designs for the Barraca.) 


Lit. 


314. Young Man with Sash. |Madrid, 1930.] 
¢ Inscr. at top center, in an unknown hand: Olsina 
cap Zapatero; in FGL’s hand, upper right: Young 
Man with Sash. White shirt with lace. Black pants. 
Flat back hat. The other youth ts dressed the same 
way but with a blue sash and brown pants. 








3. Drawing Related to La zapatera 316. Barber. Barbero, |Madrid, 1932.] 317. Pancracio. Madrid, 1932.} 
© Ink and colored pencils on paper. 221 x 158 mm. * Ink and colored pencils on paper. 
* Inscr. upper right: Barber. Next to the legs and on * 221x 158 mm. 
shoulder pads and chest: Blue shoes / black * Inscr. upper right: Pancracto, Gray sult, very tight 
* Exhib.: Fundacién R. Acosta, Granada, 1986; fitting, leather shoes and blue cape. 
Nikos q De HER Rete an MEAC, Madrid, 1986. ¢ Exhib.: Fundaci6n R. Acosta, Granada, 1986; 
tol. Wet ee ae | &  Bibl.: F. Andura and A. Eizaguirre, FGL y su teatro, MEAC, Madrid, 1986. 
Sean ataolete alt Madrid, 1985, p. 139. Dib., 294. p. 236. * Bibl.: Dib., 295, p. 237; F. Andura and A. 
data y et ea * Proy.: the poet's private collection for the Eizaguirre, FGL y su teatro, Madrid, 1985, p. 137. 
a 4 performances of the Barraca.  Prov.: the poet's private collection for the 
| * Coll. Casa Museo Huerta de San Vicente, Granada. performances of the Barraca. 
* Coll. Casa Museo Huerta de San Vicente, Granada. 
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315. [Shoemaker's Wife Inviting People to Come into the 

Shop]. Madrid, April, 1936. 

* Dimensions and location unknown. 

* Inscr. at top of page: Autorizo a Dona Matilde 
Pomés para / traducir mi obra "La zapatera 
prodigiosa" y percibir / los derechos que le 
correspondan. // Federico Garcia Lorca (I authorize 
Dona Matilde Pomés to / translate my work "La 
zapatera prodigiosa" and to earn / the royalties that 
are entitled her. // Federico Garcia Lorca); lower lelt 
in another hand: Madrid, avril 1936. 

* Bibl: FGL, Romancero gitan, Poéme du cante jonclo, 
Chant funébre pour ISM, Paris, 1959. p. 151 (the 
reproduction used here); M. Hernandez, ed., FGL, 
La zapatera prodigiosa, Madrid, 1982, p. 44; Dib., 
293, p, 236. 
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5. GL, Titeres de Cachiporra [The Billyclub 
Puppets]. 





Leonarda. [Madrid, 1932.) 


Ink and colored pencils on paper. 

221 x 158 mm. 

Inser. upper right: Corduroy dress with big tassels. 
Hair with high topknot. Blue nuff collar. Tassels and 
white cloth omaments edged in black insertions. 
Exhib.: Fundaci6n R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

Bibl.: J. L. Cano, GL, Barcelona, 1969, p. 121; OC, 
1954, etc.; Dib., 296, p. 237. 

Prov.: the poet's private collection, for the 
performances of the Barraca. 

Coll. Casa Museo Huerta de San Vicente, Granada. 


. [Student Estudiante. Madrid, 1932.) 


320. Currito [oa. 1934-1936.] 
(On the verso of Noctume: Fruit Bowl with Two 
Lemons, no. 194 in this catalogue.) 
° 255x 182 mm. 
* Bibl.: H. Oppenheimer, Lorea: The Drawings, 
London, 1986, p. 116; Dib., 297, p. 238. 
* Coll. Isabel Garcia Lorea, Madrid. 


Ink and colored pencils on paper. 

221 x 158 mm. 

Inser. upper right: Pale orange suit Incamnadine 
cape with the edges of the same color. Black hat 
with the spoon in gold. 

Bibl.; OC, 1954, ete; H. Oppenheimer, Lorca: The 
Drawings, London, 1986, p. 109; Dib., 297, p. 238. 


* Prov.: 


Coll. Casa Museo Huerta de San Vicente, Granada. 


Lorca often did his drawings as a form of friendship. Not 
only does he illustrate books which he dedicates and Bives 
to friends, he also conquers and impresses the friends he 
most admires, converting his letters into small, exquisite 
works of art. At the head of his letters he often placesa tiny 
vignette: some lemons on a branch, a fruit basket with a 
goblet and pieces of fruit beside it, a "putrefacto" (old- 
fashioned and socially "rotten" person) identified by his 
floating mustaches. At other times Lorca covers the entire 
page of a letter with a drawing that he treats independently, 
e.g. the one entitled (alluding to some private joke?) 
Passage of a Wasp Through My Room, for Manuel de Falla. 
The modalities are as diverse as the whims of the author. 
The include full-page drawings that begin letters (e.g. the 
Spanish Lady with a Mantilla of Madrofos in a letter to "la 
Argentinita” or the Clown with a Guifar for Benjamin 
Palencia), but also vignettes separating one part of the 
letter from another, graphic commentary, closing 
adornments, individual letters of the alphabet that are 
lengthened into what looks like a face (for Sebastian Gasch) 
or are given different shapes, like the "q" with a long 
downstroke that turns into a little head in a Cordovan hat 
(for Carlos Morla). The poet's goal is to "animate the letter," 
turing it into an artistic object that can do more than 
simply communicate ideas and sentiment. 

The techniques employed do not differ much from 
those of the major drawings. The text too sometimes is 
extremely expressive. Lorca seems to apply the same 
creativity to the writing and "animation" of his letters as he 
does to works of purely artistic intention. In these minor 
sketches, one also finds the intimate, cordial light of the 
aesthetic of small things, which the poet once defined as a 
characteristic of Granada. In the letters too, lies Lorca's 
usual plastic, stylized vision of reality, and his irrepressible 
lyrical humor. The inspiration one finds in the lines and 
gentle coloring of these letters does tum them into "minor" 
objects, but they also reflect Lorca’s human and artistic 
sensibility. The poet Jorge Guillén tells Lorea, answering 
one of his letters (February 12, 1927): "Your last letter was 
simply lovely. What a shame it cannot yet be published! 
Lovely for its text and its drawings." The enumeration 
following does not include the full text of the letters; it 
merely indicates the name of the addressee and the date of 
the letter. I have transcribed only those exceptional 
passages which help explain the drawings. The 
abbreviation E refers to FGL, Epistolario, Obras de Federico 
Garcia Lorca, 2 and 10,, ed. Christopher Maurer, 2 vols., 
Madrid, Alianza, 1983. [For the convenience of the English- 
speaking reader, I have referred to FGL, Selected Letters, 
ed. and tr. David Gershator, New York, New Directions, 
1983 (=SL). --Tr.] 
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321. [Branches with Lemons, 1923.] 

* Ink and colored pencils. 173 x 138 mm. 

* Inser.: j;Qué bien estn los limones sobre / los 
senos de una myer opulenta!! (How lovely lemons 
are / on the breasts of an opulent woman!!) 

* Exhib.; Fundaci6n R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

* Bibl.; Letter to José de Ciria y Escalante 
(Asquerosa, July 30, 1923), E, I, p. 72; SL, p. 41; 
Dib., 320, p. 241. 

* Prov.; Probably from Ciria to Femandez Almagro, 

before being acquired by the present collector. 
Coll. Casa de los Tiros, Granada. 
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$22. [Earthenware Pot. 1923.] 
e Ink and colored pencils. 173 x 121 mm. 
° Exhib.: Fundacion R. Acosta, Granada, 1986; 
. Madrid, 1986. 
. seh Letter to Melchor Fernandez Almagro VJuly, 
1923) E, I, p. 81; SL, p. 39; Dib,, 321, p. 244. 
* Coll. Casa de los Tiros, Granada. 


323. A Manuel de Falla (August. 1923). 
* Ink and colored pencils on rag paper. 173 x 121 
bestesds 
* Exhib.: Fundaci6n R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 


¢ Bibl.: E, I, pp. 83-84; SL, p. 43; Dib., 322, p. 244. 


* Coll. Manuel de Falla archives, Madrid. 
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323.1 [Three Lemons. Tres limones. 1923.] 


DRAWINGS IN LETTERS 
(1923-1936) 
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323.2 Passage of a Wasp Through My Room. Paseo de 

una avispa por mi "cualto." [1923.] 

* Bibl.: facsimile in Cartas, postales, poemas y 
dibujos, ed, A. Gallego Morell, Madrid, 1968, 
between pp. 108-109; H. Oppenheimer, Loroa: The 
Drawings, London, 1986, p. 28; Dib., 322.2, pp. 
244 y 242. 





afta, othe 





Comps seeemyaie ob Alonton } 


{, y tes pape 
“ub ty porate & ros, a2 me gp ei 
gees eae { to bajo 5 


$24. [Salon in the House of Mariana Pineda, 1923.| 

* Ink and colored pencils. 173 x 121 mm. 

* Exhib.: Fundacion R. Acosta, Granada, 1986. 

* Bibl.: Letter to Melchor Fernandez Almagro 
(Asquerosa, Sept. 1923), E, t. |, p. 84; Cartas, 
postales, poemas, y dibujos, ed. A. Gallego Morell, 
facsimile bet. pp. 56-57; Dib., 323, p. 244. 

* Coll. Casa de los Tiros, Granada. 


{"Marianita, in her house in Granada, ponders whether or 
not she should sew the flag of Liberty. Through the street 
walks a man selling ‘fine lavender from the sierra’ and 
another ‘oranges, little oranges of Almena,’ and the recently 
planted trees of the small plaza of La Gracia already know, 
from the birds and the pine tree in the seminary, that a 
tragic ballad full of color will put them to sleep in the 
nights of the full turquoise moon of the plain. If you could 
only see what deep emotion trembles in my eyes in the 
presence of the legendary Mariana\" (David Gershator, tr., 
SL, p. 44). 
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|Three Flowers. 1924.) 

© Ink and colored pencils. 217 x 158 mm. 

 Bibl.; Letter to Melchor Fernandez Almagro 
(Granada, August 1924), E, I, p. 95; SL, p. 50; Dib., 
324, p. 244. 

© Coll. Casa de los Tiros, Granada. 





326, This Is My Muse. Esta es mi musa, [ca. 1924.] 


* From an unknown letter to Gregorio Prieto? 


* Inser.: “Contéstame / Pronto / Gregorio (Answer me 


soon, Gregorio), Beneath the drawing: -Esta es mi 
musa: (-This is my muse-), 


* Bibl.: G. Prieto, Dibujos de GL, Madrid, 1949, p. 29, 


the reproduction used here; J. L. Cano, GL. 


Biografia, Barcelona, 1962, p. 43; Dib., 325, Pp. 
244. 


* Coll. Fundaci6n Gregorio Prieto, Valdepenias, 
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327. [Stamp of Cinderella, 1925.] 
e Drawing on letter paper. 148 x 105 mm. 
° Exhib.; MEAC, Madrid, 1986, 
e Bibl.: Letter to Melchor Femandez Almagro 
(Granada, Summer 1925), E, I, p. 101; Dib,, 326, p. 
244. 
° Coll. Casa de los Tiros, Granada, 


(‘And then what? For how long has the prince been putting 
on Cinderella's shoe? The day he gets up from his cushion 
the world will come to an end.” FGL in Gershator, SL, p. 
55.) 
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328. [Sailor with a Pipe, 1924 or 19257.) 
© Dimensions and location unknown. 
® Bibl.: Zenaida Gutiérrez Vega, José Marta Chacon 
Calvo, Madrid, 1969, p. 47, the reproduction used 
here; AJ. M. Chacén, E, I, of uncertain date, P: 
116; Dib., 327, p. 244. 


(‘This sad sailor smokes his pipe and reminisces. te 
careless for a single moment, his eyes will fall pee aA 
bottom of the water, What a lethargic sea without sa! 2 
memories must be stirring at this very hour! What ed 
covered with dark roses and dead fish! And how real! 
true!" D. Gershator, tr., SL, p, 68. 
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329. [Clown with Guitar, ca. 1925.] 
e Ink and colored pencils. 
¢ 183 x 142 mm. 
¢ Bibl.: unpublished letter to the painter Benjamin 
Palencia. The first page is shown on the poster of 
FGL, Dibwos, Diputacién de Leén, 1989. 
* Coll. Fundacién FGL, Madrid. 


(Text: "My dear Benjamin: After a long delay on your part, I 
have just gotten your letter. I am very glad, as you can 
imagine, though I'm a bit resentful for all the days that 
have gone by without any news from you. I am in the 
country, in a country house of my father. 

I feel very sad when I think of my absent friends, but 
I am surrounded by big poplar trees, rushes, and the 
coolness of innumerable irrigation ditches. 

I was impressed by the [Gabriel Garcia] Maroto thing, 
though I was expecting it. 

Maroto, 
Ay, Marotol! 
rotten! [putrefacto] 
rotten! 
rotten! 

Don't pay any attention to him. We have to pull 
together... and defend ourselves like mustangs among 
wolves. This coming year promises to be interesting. All 
sors of rotten types will emerge from the urns that have 
kept them incorruptible. We're going to have a very bad 
time or it, but also a very good one. 

The gentleman from Barcelona isn’s coming, but don't 
worry there's no hope for it. The whole thing seemed a little 
too crazy, and a little too wonderful to actually come about. 

Tell me if I can ask a favor of you... When I tell you 
to, I would like you to wrap up two paintings by Dali and 
send them to me. Write back immediately. Here in the 
countryside your letters will taste like the purest, most 
sublimated Benjamin [red vertical line dividing the two 
inner pages of the folded sheet of leter paper. p. 3]. 

Give our marveleus maestro Juan Ramon [Jiménez] a 
big hug and tell him I will write him a long letter sending 
him the poems I promised him. Also say hello to Zenobia 
[Camprubi de Jiménez]. 

Send me the address of Bergamin - I want to write to 
him, 

Goodbye. Write me. Give my affectionate regards to 
your cousin. A big hug for both of you from 

Federico 
My address; 
Apeadero de San Pascual 
Prov. de Granada. 

Tam not responsible for this red line. It was the 
Andalusian noon, wanting to put its passionate, bright sign 
on the paper, 
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330. Vates capiliferus. (Putrefacto artistico) Long-haired 

poet (Rotten Artistic Figure) [1926.] 

© Ink and colored pencils. 163 x 145 mm. 

° Inscr.: Vatis (sic) capiliferus. 

¢ Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

e Bibl.:; Letter to Ana Maria Dali January 1926), E, I, 
p. 130; A. M® Dali, Salvador Dali visto por su 
hermana, Barcelona, 1949, facing p. 120; FGL, 
Cartas a sus amigos, Barcelona, 1950, p. 76; G. 
Prieto, Dibujos de GL, Madrid, 1955, n. p.; Dib., 
328, p. 244. 

© Coll. Casa Museo Fuente Vaqueros (Granada), 
donated by Ana Maria Dali. 


$31. To Melchor F. Almagro (February, 1926). 

* Ink and colored pencils. 

e 164x 145 mm. 

e Exhib.: Fundacion R. Acosta, Granada, 1986; 
MBAC, Madrid, 1986. 

° Bibl; facsimile, Christmas, 1967, ed. of the 
collector; E, I, p. 136; SL, p. 69; Dib., 329, p. 244. 

 Col.: J. B. Cendrés, Barcelona. 
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331.1 [Clown with Double Face. 1926.] 
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331.2 [Clown with a Flower in his HancL 1926.] 


245 





332. [Clown with Double Face, 1926.] 

© Dimensions and location unknown. 

© Bibl.; Letter to Francisco Garcia Lorca (Feb., 1926), 
E, I, p. 143; Nelly Vivas, "Una tarde con el profesor 
Garcia Lorca,” El tiempo (Bogota), November 6, 
1966; FGL, Selected letters, New York, ed. David 
Gershator, 1984, cover; Dib., 330, p. 244. 

* Proy.; Francisco Garcia Lorca (letter lost around 
1984), 
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333. [Caricature of Gregorio Martinez Sierra. 1926.) 

* Ink and colored pencils. 210 x 150 mm. 

* Inscr.: On forehead: crefonas de varios precios; de 
su boca: |Qué emocién! |Es emocionantel |Ay, 
corazén de lirios! (Cretonnes at all prices|; from the 
mouth: How exciting! It is so exciting! Ah, heart of 
lily! 

« Exhib.: MEAC, Madrid, 1986. 

* Bibl.; Letter to Melchor F, Almagro (Feb,-March, 
1926), E, I, pp. 146-147; SL, p. 71; C. Maurer, "Un 
dibujo inédito de Federico Garcia Lorca,” Ulula 
(Athens, Georgia), I (1984), 5-8; Dib., 331, p. 244 

* Coll. Casa de los Tiros, Granada. 
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. 1926). 

334. To Melchor F. Almagro (Oct. 

© Ink and colored pencils. 245 x 172 mm. : 

© Exhib.; Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

e Bibl.: EJ, p. 172-175; Dib., 332, p. 244. 

* Coll, Casa de los Tiros, Granada. 


334.1 





[Bust of Woman Beneath Four Stamps. Busto 
femenino bajo cuatro estampillas. 1926.) 


(‘I don't know who these respectable gentlemen 
are, But there's no doubt that they're chanming. 
They've given me an idea of what Spain was like in 
the darkness of the nineteenth century. They seem 
to be musicians. Aren't they musicians? You who 
are an extraordinary connoisseur of the last 
century should be able to identify them 
immediately. That's why I'm sending you these 
delicate little stamps, born on a night of Italian 
opera, night of warm trills and snow on the roof 
tops. Of the four, Cuyds interests me most (who is 
Cuyas?), because he dies young and he's like a 
Béequer in wintry dress, half Roman, half professor 
of literature. The woman who's looking through her 
glasses doesn't wear white crinoline as some 
heedless poets might suppose. You have only to 
look at the color of her brow to know that this lady 
of illusions 1s dressed in the color of bone and 
carries a skull crowned with roses in her hands. 
The others eat homemade bread watered with the 
characteristic tears of the epoch.” (D. Gershator, 
tr., SL, p. 88) 
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|Goblet, Basket of Fruit and Pear, 1927.) 

¢ Ink and colored pencils. 180 x 138 mm. 

¢ Exhib.: Fundacion R. Acosta, Granada. 

 Bibl.: Letter to Melchor F. Almagro (January, 1927), 
E, Il, p. 25; SL, p. 97; FGL, Cartas, postales, 
poemas y dibujos, ed. A. Gallego Morell, Madrid, 
1968, between pp. 90-91; Dib.: 333, p. 244. 

* Coll. Casa de los Tiros, Granada. 


("Melchorito: Is the Federico of Impressions and Landscapes 
and your charming silhouette the same Federico that drew 
the basket of flowers? No, it seems you've remembered 
1918 too much.” D. Gershator, SL, p. 97) 


336. To Jorge Guillén January, 1927). 

* Green ink and colored pencils on green paper. 

* 180x 138 mm. 

e Exhib.: Fundacién R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

¢ Bibl.: Jorge Guillén, Federico in persona, Carteggio, 
Milan, 1960, bet. pags. 156-157; E, Il, pp. 21-24: 
Dib., 334, p. 244. 

° Coll. Houghton Library, Harvard University. 
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336.1 [Motifs for a Still Life, 1927.) 
Dib., p. 242. 








336.2 [Clarinet and Book of Music, 1927.1 
Dib., p. 243. 
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336.3 [Harlequin and Fountain, 1927.| 
Dib., p. 243. 
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336.4 [Branches with Lemons, 1927.] 
Dib., p. 243. 


("A hug. I have tried to animate the letter with sketches]" 
FGL,) 


337. To Jorge Guillén (mid-February, 1927) 


e Ink and colored pencils. 224 x 163 mm. 

¢ Exhib.; Pundactién R. Acosta, Granada, 1986; 
MEAG, Madrid, 1986, 

* Bibl.: B, Il, pp. 32-35; SL, p. 101; Dib., 335, p. 244. 

© Coll. Houghton Library, Harvard University. 








337.1 [Heart Pierced by an Arrow and Rooster, 1927. 1 
* Inscr. coming out of the mouth: Mandame / poesia 
o/ prosa. / Kikirikiit Below: Ahora estamos muy 
Preocupados con este gallo (Send me /poetry or / 
prose. / Cockadoodle doooo, / Beneath: We are all 
busy with this rooster.) 
* Bibl.: Dib., p. 243. 


338. To Ramén Pérez Roda (Febmiary 12, 1927) 


° 224x 162 mm. 

¢ Exhib.: MEAC, Madrid, 1986. 

* Bibl.: E. Molina Fajardo, "Lorea inédito: dos 
dibujos, una carta, un soneto a Falla,” La Estafeta 
Literaria, 456 (December 15, 1970); E, Il, pp. 36- 
38; Dib., 336, p. 244. 

© Coll. Joaquin Jiménez Canales, Motril (Granada). 





338.1 [Head of a Pierrot 1927.] 
* Colored pencils. 
* Bibl.: Dib., p. 243. 
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339.2 (Ruler, Triangle and Die.| 1927. 


338.2 [Sailboat on the Waves. 1927.] 
© Blue ink and colored pencils. 


* Ink and colored pencils. 


("I truly envy you the seashore. I'm a little less lucky, for 
my father is an enthusiastic mountaineer who doesn't like 
to spend time beside the waves [drawing]. But for me there 
is no greater pleasure in life than to contemplate and enjoy 
this happy mystery.” FGL.) 


839. To Jorge Guillén (February 14, 1927). 
* 223 x 162 mm. 
* Exhib.: Fundacion R. Acosta; MEAC, Madrid, 1986. 
© Bibl.: E, Il, pp. 38-41; SL, p. 104; Dib., 337, p. 246. 
© Coll. Houghton Library, Harvard University. 





339.1 [He 
! dead ofits Plenee) 1927. 340. [Molifs for a Still Life. 1927.) 
ito Dei aos 5. . peend colored pencils, 223 x 163 mm. 
: r . + Letter to José Bergamin (Feb. 192 
* Bibl.: Jorge Guillén, Federico in persona. Carteggio, PP. 28-30); SL, p. 107; Dib., 338, ve ae 
Milan, 1960, cover; Dib., p, 245. * Coll. Teresa Bergamin, Madrid eae 
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341. [Page-Boy. 1927.] 

© Ink and colored pencils. 200 x 145 mm. 

© Bibl.: Letter to Guillermo de Torre (Feb., 1927), E 
Il, pp. 49; FGL, Cartas a sus amigos, Barcelona, 
1950, p. 59; G. Prieto, Dibujos de GL, Madrid, 
1955, n.p.; M. Hernandez, ed., FGL, Primer 
romancero gitano, Madrid, 1981, cover; Dib., 339, 
pp- 245 y 246. 

* Coll. Fundacion Rodriguez Acosta, Granada. 
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342. Theorem of the Moon and the Hand (With No Solution). 

Teorema de la luna y la mano (sin soltict6n). {19271 

* Dimensions and location unknown, 

* Bibl.; Letter to Sebastian Gasch (May or June, 
1927), E, Il, p. 64; A. Rodrigo, GL en Cataluna, 
Barcelona, 1975, p. 113; Trece de Nieve, n.S., 12 
(1976), p. 22, Dib., 340, p. 246. 


343. The Melancholy of Enriqueta. La melancolia de 


344. 


Enriqueta. [1927.] 

¢ Ink and colored pencil. 172 x 158 mm. 

 Inser.: B-66 

¢ Bibl.: Letter to Ana Maria Dali (August, 1927), E, II, 
pp. 75-77; SL, p. 113; Dib., 341, p. 246; A. M® Dali, 
Salvador Dalf visto por su hermana, Barcelona, 
1949, facing p. 128; FGL, Cartas a sus amigos, 
Barcelona, 1950, p. 77; A. Rodrigo, GL en 
Cataluna, Barcelona, 1975, p. 198; Dib., 341, p. 
246. 


e Coll. Casa-Museo FGL, Fuente Vaqueros (Granada). 





[Young Man Holding the Script of "Mariana Pineda." 

1927.] 

* Ink on paper with stationary from "Madrid Postal,” 

dimensions unknown. 

Inser. on the script: Mariana / Pineda / Drama / 

de / Alte (Mariana / Pineda / An Ahhhtistic / Play 

* Exhib.: Fundacion R. Acosta, Granada, 1986. 

* Bibl.: Letter to Melchor F. Almagro (Autumn 1927), 
E, Il, p. 83; SL, p. 93; FGL, Cartas, postales, 
poemas y dibujos, ed. A. Gallego Morell, Madrid, 
1968, facing p. 78; Dib.; 342, p. 246. 

* Coll. Casa de los Tiros, Granada. 
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345. ["Mi’. 1928.) 
* Ink. Dimensions and location unknown. 
* Bibl.: Letter to Sebastian Gasch (March 1928), 


FGL, Cartas a sus amigos, Barcelona, 1950, cover 
and pp. 42-43, with a reproduction of the original; 


E, Il, p. 95-96; SL, p. 126. 


(On the first page of the letter, written on the stationary of 


the magazine gallo, with a rooster drawn by Dali and the 
name of the magazine in Lorca’s handwriting, Lorca 
embellishes the possessive "Mi" in "Mi queridisimo 
Scbastia" (My dear Sebastian). 


i ah 


346. [Clown with Double Face. 1928.] Ink and colored 


pencils, Location unknown, 263 x 206 mm. 
Signed and dated, with commentary: Federico 
Garcia Lorca. 1928. / A Enrique Duran. / (No cabe 
duda que este dibujo es / entemmecedor, Esta al 
borde de la cursileria / pero también esta al borde 
de las lagrimas (Federico Garcia Lorca. 1928. / For 
Enrique Duran. / (There ts no doubt that this sketch 
ts / tender and moving. It borders on silly 
sentimentality, / but also on tears.) 

hib.: MEAC, Madrid, 1986. 
eae Letter to Enrique Duran (Spring 1928), E, Il, 
pp. 115-116; Obras, 128 (1977). p. 34; Dib., 343, 


p. 246. 





347. Spanish Lady. Dama espanola. [1928.] 

¢ Dimensions and location unknown. 

 Bibl.: Letter to Cipriano Rivas Cherif (August 1928), 
E, Il, p. 62.; G. Prieto (who does not indicate that it 
comes from a letter), GL y la generacién del 27, 
Madrid, 1977, p. 67; ABC, May 17,1984, selection 
of photos, p. 100, without indication of provenance; 
Dib., 344, p. 246. 

© Coll. Fundacion Gregorio Prieto, Valdepenas? 


(This Spanish Lady seated at a balcony was first 
reproduced by Gregorio Prieto. The location of this drawing 
is unknown (it probably forms part of the Pricto’s own 
collection). Previous publications gaive no indication that 
this drawing (signed and titled by the poet in the upper 
tight corner) belonged to a letter. This is apparent from the 
reproduction in ABC mentioned earlier. Ian Gibson dates 
the letter, without mentioning the accompanying drawing. 
See Ian Gibson, FGL. 1. De Fuente Vaqueros a Nueva York, 
Barcelona, 1985, p. 561.) 





= 


$48. General View of the Alhambra. Vista general de la 

Alhambra. (1928.] 

* Dimensions and location unknown. 

* Bibl.: Letter to Jorge Zalamea (Granada, Sept., 
1928), E, Il. p. 115; facsimile in Revista de Inclias, 
5 (Bogota, 1937), facing p. 24 (the production 
followed here); cover of Epistolario, Il; Dib., 345, p. 
246. 
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349, [Lunar Pierrot. 1928.) 

* Ink and colored pencils. 

© Exhib.: Fundacion R. Acosta, Granada, 1986. 

* Bibl.: Letter to Melchor F. Almagro (Autumn 1928), 
E, Il, p. 117; A. Gallego Morell, ed., FGL, Cartas, 
postales, poemas y dibujos, Madrid, 1968, facing p. 
100; Dib., 346, p. 246. 

* Coll. Casa de los Tiros, Granada. 


(‘I'm writing you this letter with a drawing, to see if you will 
send me a nice long letter, giving me news of your summer 
vacation and of the friends you have seen, and a thousand 
other things that will surely interest to me in my isolation. 
|...] | have written like crazy, and have an infinite number 
of independent poems, drawings, and prose pieces.” FGL,) 


$50. To Bebé and Carlos Morla Lynch (Madrid, April 
1931). 
* 215x155 mm. 
* Bibl.: Treoe de Nieve, n.s., 1-2 (1976), ed. M. 
Hernandez, pp. 55-58 y 235, the reproduction used 
here; E, II, pp. 138-139. 
* Coll. Morla family, Madrid. 
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350.1 [Daytime Pierrot. 1931.] 
e Ink and colored pencils. s 
e Inscr.: Ast estoy llorando todo el / DIA (I am crying 


all / DAY) 





350.3 [Noctumal Pierrot. 1931.] 


* Colored pencils. 
e Inscr.; Ast estoy llorando toda / la NOCHE (I am 
crying all / NIGHT) 





350.2 [Sun Weeping above some Goblets. 1931.) 
* Ink. 
* Inser.; Ast estoy llorando todo el dia (Iam crying all 
day) 


351. 
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{Lady in a Mantilla of Madronos. Granada. 1931. 

© Ink and colored pencils. 183 x 157 mm. 

* Inser.; TOROS / En el café de Chinitas / Dijo ; 
Paquiro a su hermano / Soy més valiente que tt / 
més torero y més gitano (BULLIFIGHTIS / In the 
café of Chinitas / Paquiro sald to his brother / “I am 
braver than you, / a better bullfighter ancl more of @ 
gypsy.” 

* Exhib.: Fundacion R. Acosta, Granada, 1986; 
MEAC, Madrid, 1986. 

* Bibl.: Letter to Encarnacién Lépez Jiilvez, "la 

Argentinita" (Summer 1931), Trece de Nieve, 0.5. , 

1-2 (1976), cover and pp. 65-66, ed. M. Hernandez; 

E, Il, p. 189; Dib., 348, pp. 245 and 246. 

Coll. Pilar Lopez Julvez, Madrid. 


352. |"Queridisimo" (Dearest) with Hat Forming Part of the 
Q. 1931.) 
 Bibl.: Letter to Carlos Morla Lynch (August 1931), 
E, Il, pp. 146-147; Dib., 349, p. 246. 
© Coll. Morla Family, Madrid. 


Dearest Carlos: 

I received your very extraordinary letter from your 
very extraordinary home. 

I imagine that you are calmer by now, which means 
you are worse, for by now your tears are from inside, like 
the water drops that tremble on the walls of dark caves and 
slip down the leaves of ferns. 

In the last analysis, this is for the best. We never 
really know what our spirit truly needs. 

I am doing well in this atmosphere, which is so swect 
and so full of beauty. 

I feel a tremendous urge to be with uyou, though I 
would be sad to leave this spot. 

Keep writing to me, always. At bottom, I always find 
letters to be freezing cold. 

I need to roll on the floor! 

Hugs and kisses from 

Federico 


353. [Head of Pierrot. 1931.] 

* Ink and colored pencils. 

* Inscr. coming out of the mouth: Salud a Josefina y 
Regino (Greetings to Josefina and Regino) 

* Exhib.: MEAC, Madrid, 1986. 

* Bibl.: Letter to Regino Sainz de la Maza (August 
1931), Trece de Nieve, n.s., 1-2 (1976), and pp. 67- 
69, ed. M. Hernandez; E.ll, pp. 142-143; SL, p. 
162; Dib., 350. p. 246. 

* Coll. Paloma Sainz de la Maza, Madrid. 





354, [Signature with Root and Weeping Moon. 1935.] 


* Ink. 4 
 Exhib.; Fundacion R. Acosta, Granada, 1986; 


MEAC, Madrid, 1986. 
 Bibl.; Letter to Jose Caballero (Summer 1935), E, 


II, pp. 166-167; Dib., 351, p. 246. 
* Coll. José Caballero. Madrid. 


355. 





. [Clown Reciting Some Verses. 1936.] 
« Dimensions and location unknown. 


e Inser.: |Ay Joaquin, / lindo colorin / de Sevilla, / 
muestra el fransportin / en tu jardin / de maravillal 


/ Federico Garcia Lorca (Ah, Joaquin, / pretty 


goldfinch / of Seville! / Show me [your] backside / 


in your marvelous / garden!) 


* Bibl.: Letter to Joaquin Romero Murube (January 
15, 1936); E, Il, pp. 168-169; special issue of ABC, 
November 6, 1966, selection of photos, n. p.; Dib., 


352, p. 246. 
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118, [Goblet, Basket of Fruit and Pear, 1927.] (Cat., 335) 





This series includes pieces of very uneven quality. From an 
early date, Lorca sometimes liked to illustrate his 
autograph manuscripts and give them away as gifts (an 
extraordinary example is the manuscript of "Ballad of the 
Moon, Moon" which he did for José Mora Guarnido.) He 
also liked to doodle in the margins or on the back of his 
manuscripts. Often he drew a little stage with a figure 
holding a billyclub, like the Don Crist6bal of his puppet 
plays, or he darted off into pure calligraphic play, leaving 
{ntertwining lines that suggest a well wrought abstract 
composition in miniature. On other occasions he sketches 
a figure and leaves it unfinished, as though he only wanted 
to "tune" his pencil or pen, The manuscript pages that 
contain these rough sketches usually interest us more for 
the rough draft of the poem or play than for the careless 
sketch. 

There are, however, several carefully executed 
illustrations; the branches with lemons that adom the 
"Rider's Song,” the drawing of St. Rose of Lima on a nustic 
pedestal, done as a birthday present for the pianist Rosa 
Garcia Ascot, and some of the whimsical pieces mentioned 
above. The earliest illustrations act as a frame, establishing 
the right atmosphere for the text, sometimes with extreme 
precision, eg. the shepherd with a crook accompanying the 
"Ballad of the Shepherd without a Flock." which Lorca 
copied in an album, or the weeping gypsy in the 
manuscript of Lament for Ignacio Sanchez Mejias which 
Lorea gave to José Maria Cossio. In other dedicated poems, 
Lorca will draw a simple but suggestive half-moon, the 
nocturnal symbol of his entire work. This sampling reminds 
us of the poet's need to give visible form and profile to the 
objects, characters, and dreams he convokes in his literary 
works. 
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356, [Three Vignettes, Asquerosa, 19177] 
* Ink on the first page of the manuscript "Breves 
meditaciones. De mi diario" (Brief Meditations. 
From my Diary), dated on page 9, October 29, 
1917, 


* Text: Brief meditations. From my diary. The bear 
and the crowel. Through the old cities [crossed oul: 
and through the old streets) with their dank, 
expressive streets there are still dolorous caravans 


of Bohemians who leading their squalid, bored 
Performing bears. Man Jastened with chains the 


terror of the forest. I remember things that happened 


to me and ask myself which of them left a truly 
HUA - None of them marked me at 

. me was there before I was even 
born... At times I see myself plunge into the red 
Space of the admirable Passion of Quijote, but there 
ts pleat consoles me. The world ts 
enormous. Will there be People capable of s the 
goodness of my heart? Bu eS EERE 
hate, and what I hate kisses me again and again... 
In Literature one must give a certain sense, and I do 
this for myself, but not for other people. [vertical line] 
The first vignette is an upper case "T” with a bird 
Perched on it, and the word Pavo (peacock) below. 
The second seems to develop the upper case "A." At 
the foot of the third vignette, which is preceded by 


a sketch of a musical stave, one can tead YariA 
(Mania?] 





ith Lemons. Madrid, ca. 1923.] 
SoG cies fly-leaf of W. A. Mozart, Quattro 


* Colored pencils on 
sinfonie scelle, Firenze, Guidi, s.a. 


* Inscr.: A ROSITA / de / Federico / (Recuerdo) (FOR 


ROSITA / from / Federico / (Souvenir) 
* Exhib.; MEAC, Madrid, 1986. eee 
* Bibl: M, Hernandez, "FGL. Corona poética para 
Rosa Garcia Ascot...", Poes' 


271, p. 231. 
Coll. Rosa Garcia Ascot, Madrid. 


fa, 12 (1981), p. 5; Dib.. 
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358. [Image of the Virgin on a Birthday Card. Madrid, ca. 

1922-1923.] 

* Dimensions and measurements unknown. 

* Inscr.: FELICIDADES (CONGRATULATIONS). Seal 
and letterhead of the Residencia de Estudiantes, 
Madrid, 

* Texto: Te felicito / desde mi cuarto / Helao de frio. 
// Tengo los pies de nieve / y la cabeza de chorlito. 
// Compraras |...J (I wish you well / from my room / 
where it's freezing cold. // My feet are snow / and 
my brains are scattered. // You will buy |...]. 

* Bibl.: Dib., 300, p. 239. 





MARGINALIA: 

Autograph Manuscripts and 
Other Illustrated Documents 
(1917?-1936) 
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360.2 [St Rose of Lima, ca. 1923.] 


359. [Figure in a Turban, ca. 1923.) 
e Last page of the manuscript. 


© Pencil on verso of sketch for "Corona poética...”. 

e 210x 150 mm. 

e Exhib.: MEAC, Madrid, 1986; Casa de Espana, 
Paris, 1990. 

* Bibl.: Dib., 301, p. 239. 

© Coll. Fundaci6n FGL, Madrid. 


360. Poetic Crown or Flower Bracelet Corona poética o 
pulsera de flor. [Madrid, ca. 1923.] 
¢ Ink and colored pencils. 150 x 105 mm. 
« Bibl.: M. Hernandez, "FGL. Corona poética para 
Rosa Garcia Ascot, mas cuatro dibujos," Poesia, 12 
(1981), pp. 7-14; Dib., 302, p. 239. 
© Coll: Rosa Garcia Ascot, Madrid. 


361. [Doodles and Sketches, ca. 1924] 

* Pencil on paper. Dimensions unknown. 

* Bibl.: Dib., 61, p. 128. 

* Proc.: Froma photograph in the Fundacion FGL. 
Done on the verso of a poem dated in 1918. 
Judging from the similarity of this sketch to nos. 
58, 59 and 60, the drawing was done years later. 
The fold of the paper is visible in the photo (Lorca 
liked to fold his literary manuscripts in half and 
carry them in the pocket of his jacket.) 

* Coll.: Fundacién FGL, Madrid. 





360.1 [Flower Bracelet and Water Jet. ca. 1923.) 
* Title page of the poem. 
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362. [Branches of Lemons for "Cancién de jinete (Rider's 

Song).” Granada.] July 4, 1924. 

e Ink and colored pencils on paper, first page of 
manuscript. 220 x 165 mm. 

e Exhib.: MEAC, Madrid, 1986. 

e Bibl.: Reproduction of manuscript: Jorge Guillén, 
"Federico en persona,” en FGL, OC, 20th ed., vol. I, 
p- L-LI; poem, in Canciones, Malaga, Litoral, 1927, 
p. 53; H. Oppenheimer, Lorca: The Drawings, 
London, 1986, p. 25; Dib., 303, p. 239. 

* Coll. Fundaci6én FGL, Madrid. 





363. [Face with Hat. Granada.] July 1924. 


© Pencil on paper (second page of sonnet "En la 
muerte de José de Ciria y Escalante" (On the Death 
of José de Cirla y Escalante). 185 x 148 mm. 

¢ Exhib.; MBAC, Madrid, 1986; Casa de Espana, 
Paris, 1990. 

© Bibl.: Dib., 304, p. 239. 

* Coll. Fundacién FGL, Madrid. 
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364. [Clown and Poem for Néstor, Madrid, 1924.] 


* Pencil on paper. 268 x 210 mm. 

¢ Inscr.; Néstor / Vinimos muy temprano / a 
comprarte el amanecer / en el Allantico. / Tres nos 
quedamos dormiclos / y los otros se marcharon. / 
Creemos de buena fe / que no te habras disgustado 
/ Cuando vinimos, vinimos / por un instante 
sonado. / Estos versos te lo dicen / estos versos de 
verano / hechos de flor de amistad / y de conac 
Jerezano. / Peces nadan, peces vuelan, / por las 
olas de amaranto. / Las once de la manana / estan 
tepartiendo ramos. / Despierta Néstor, despierta / 
ya somos tres invitados / que vienen a ver las olas 
/ matizadas del Atlantico (We got here very early / 
to buy you dawn / on the Atlantic. / Three of us fell 
asleep / and the rest of us went away. / In all good 
Jaith / we hope you won't get angry. / We were 
here, we were here / for moment in our dreams. / 
These verses tell you so, / these Summer verses / 
made with the blossom of friendship / and sherry 
Jrom Jerez. / Fish are swimming, fish are flying / 
over waves of amaranth. / Eleven in the moming / 
are giving out their branches. / Arise, Néstor, 
awake! / We three have been invited / to see the 
shades of the waves / of the Allantic). 

Exhib.: MEAC, Madrid, 1986. 

Bibl.; Pedro Almeida Cabrera, Néstor, vida y arte, 
Universidad de La Laguna (Canary Islands), 1985 
(unpublished doctoral dissertation); A. Rodrigo, 
"Los 'extraordinarios dibujos reales’ que sohaba 
Lorca, Poesia visual." Historia y vida, (sct. 1986); 
Dib., 305, p. 239. 

* Private collection, Las Palmas de Gran Canaria. 
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365. [Forest Granada, ca. 1923-1924.] 


* Colored pencils on title page of P. A. Caron de 
Beaumarchais. El casamiento de Figaro (The 
Marriage of Figaro), Madrid, Espasa Calpe, 
Coleccién Universal, 1919, 170 x 150 mm. 

* Exhib.: MEAC, Madrid, 1986. 

* Bibl.: Dib., 272, p. 231. 

* Coll. Fundacién FGL, Madrid. 





366. [Bust of Young Man on the verso of a page from a 


manuscript of the ballad “San Miguel."| 1926. 

© Ink on paper (verso of 2nd page of the ms.). 213 x 
152 mm. z 

* Exhib.: MEAC, Madrid, 1986; Casa de Espana, 
Paris, 1990. 

 Bibl.: Dib., 307, p. 241. 

Coll. Fundacién FGL, Madrid. 


367. 





[Lady with Mantilla of Madrorios and Fragment of the 
Ballad "Muerto de amor” (Dead of Love) 1927. 

* Ink on a page in the autograph album of R. 
Barradas. 240 x 175 mm. 

Texto: Brisas de cana mojada / y rumor de viejas 
voces / resonaban por el arco / roto de la media 
noche. / Bueyes y rosas dormian, / sélo por los 
corredores / las cuatro luces camaban / con el 
Juror de San Jorge. / Fachadas de cal pontan / 
cuadrada y blanca la noche. / Serafines y gitanos / 
tocaban acordeones. / Federico Garcia Lorca 
(Breezes from wet reeds / and the sound of ancient 
voices / were resonating through / the broken arch 
of midnight. / Rose and ox were sleeping. / Only 
those four lights / were screaming in the hallways / 
with the fury of St George. / The whitewashed 
walls were tuming / the night white and square. / 
Gypsies and seraphim / played accordions. [tr Will 
Kirkland]. Federico Garcia Lorca. / (Fragment from 
the ballad "El muerto de amor’) / 1927. 

Bibl.: A. Rodrigo, "Federico Garcia Lorca-Rafael 
Barradas.’El Ateneillo de Hospitalet’,” Insula, 
(1986), Dib., 308, pp. 241 y 242. 

Coll. Jorge Castillo, Montevideo. 
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369, [Fruit Basket, Patter for a Pillow, 1928.] 
e Dimensions unknown. 
e Inscr.: larger in size, fruit basket, and other illegible 
words. 
© Bibl.: Dib,, 318, p. 241. 
© Coll. Gregorio Prieto, Valdepenas. 





(This sketch, done as a pattern for an embroidered cushion 

seems authenticated by the inscriptions, which are y 
rtainly in Lorea's handwriting. Another hand, however, 

eae aaa a 371. [Head with Marabou Feather. ca. 1928.) 


scems to have gone over and colored the sketch, and 
enclosed it in a border. We have reproduced only the * Pencil on the verso of a page of the manuscript of 
the lecture on Spanish lullabies, "Canciones de 


embroidery on the cover. The same is true of n° 370, from 





368. |Two Compositions on a Fragment of the Rough Drajt 


ciples cee EPA a which we have reproduced the model and the upper part of cuna espanolas.” 222 x 162 mm. 
eilokion ret (versolofims:;pagejof “Romance de the cushion, embroidered by cousins of the poet, from * Exhib.: MEAC, Madrid, 1986; Casa de Espana, 
santa Olalla.") 224 x 162 mm. Fuente Vaqueros. The pillow is now framed for its Paris, 1990. 


© Texto: Poder tnmévil y octilto. / Orbe de peces y 
arena. / Coches corriendo hacia un alba / de 
congeladas abejas. // Meditaclones y espejos / 
duermen en las arcas viejas. // Espejos de llanto 
verde / |interrumpen las fronteras] interrumpen el 
poema / |donde ora una poesia] que se arrastra 
por la orilla / con dos versos de madera (A 
motionless, occult power. / World of fish and sand. 
/ Coaches mushing towards / a dawn of frozen 
bees. // Meditations and mirrors / sleep in the 
ancient chests, // Mirrors of green weeping / 
[intermupt the frontiers] intermupt the poem / [where 
a poetry lies weeping] that creeps along the shore / 
with two verses of wood). 

* Exhib.: MEAC, Madrid, 1986; Casa de Espana, 
Paris, 1990. 

© Bibl.: Dib., 309, p. 241. 


(The verses might belong to the rough draft of the 
"Romance de la Guardia Civil espanola," and the two small 
sketches seem related to those sent to S. Gasch between 
1927 and 1928. I have bracketed lines crossed out by 
Lorca.) 


Bibl.: Dib., 310, p. 241. 


protection and is Kept at the Casa Museo FGL de Fuente 
Coll. Fundacion FGL, Madrid. 


Vaqueros, Granada. 








372. [Motifs on Manuscript of "Oda al Santisimo 
Sacramento" (Ode to the Most Holy Sacrament), ca. 
1929,] 

* Inscr.: Exallation of the aorta and fragment of the 
beginning of "Came" (Flesh), the third section of 





370. Peete Pattem for a Pillow. 1928.) the "Oda." 182 x 128 mm. 
; ensions unknown. * Exhib.: MEAC, Madrid, 1986; Casa de Espana, 
Bibl.: Dib., 319, p. 241. Paris, 1990. 


* Coll. Fundacion Gregorio Pricto, Valdepefias. 


Bibl,: Dib,, 311, p. 241. 
Coll. Fundacion FGL, Madrid. 
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373. [Note for a Puppet Theater, ca. 1929-30.) 


* Ink on copybook page, on manuscript of 
"Nacimiento de Cristo” (Birth of Christ) from Poet in 
New York. Calligraphic fantasy on the upper right 
hand comer of the page. 

Texto: Yo vi por los establos donde la noche dobla / 
tallos de luz bermeja sobre pajas podridas / una 
Uaga romptendo la pupila del mundo / y una Uuvia 
de arena por los ojos del buey (I saw in the stables 
where the night bends / stems of scarlet light on 
rotten hay / a wound breaking the pupil of the 
world / and a rain of sand in the eyes of the ox). 
Bibl.: reproduced in M. Hemandez, ed. FGL, PNY. 
Manuscritos neoyorquinos y otras hojas y poemas, 
Madrid, 1990, p. 116. 


* Coll. Fundaci6n FGL, Madrid. 





. [Song of Marta Teresa and Guitar.) Madrid, 1931. 


. 


Ink. The album of M.T. Diez-Canedo. 155x195 mm. 
* Texto: A mi amiga Maria Teresa./Alta./|Mira cémo 
vuela la garzal/Rubia./|Mira cémo canta la lunal/ 
Teresa. /|Mira cémo escribo tu nombre en la arenal/ 
Madrid, 1931.” (To my friend Maria Teresa. / Tall./ 
Watch how the heron flies!/Blonde./Watch how the 
moon sings. / Teresa. / Watch me write your name 
tn the sand! / Madrid, 1931.") 

Bibl.; Trece de Nieve, n.s., 1-2 (Dec. 1976), ed. M. 
Hemandez, p. 24; Dib., 312, p. 241. 

* Coll. Maria Teresa Diez-Caneo, México, D.P. 
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375. [Half Moon and “Noctume."] Murcia, 1933. 


© Ink on paper. 130 x 180 mm. 

¢ Inscr.: A Manuel Garcia Vifolas |...| Murcia, 1933. 

* Exhib.: MEAC, Madrid, 1986. 

e Bibl.: Poem entitled "Balanza" (Scale), from 
Canciones, Malaga, Litoral, 1927, p. 17; M* 
Clementa Millan, "Un inédito de Garcia Lorca,” 
Cuademos Hispanoamericanos, 433-34 (1986); 
Dib,, 313, p. 241. 

* Coll. Manuel A. Garcia Violas, Madrid, 
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376. [Shepherd with Staff and "Balada del pastor sin 


tebario" (Ballad of the Shepherd without a Flock), ca_ 

1933.] Ink in an album. Dimensions unknown. 

* Dedication: Para Asuncién del Rio |...], The poem 
was published, with variants, in the series "Cuatro 
baladas amarillas” (Four Ballades in Yellow) in 
Primeras canciones, Madrid, Héroe, 1936. 

* Bibl.: G. Prieto, Lorea y la generacién del 27, 
Madrid, 1977, p. 58; Dib., 314, p. 241. 
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377. [Andalusian Gypsy beneath the “Romance de la luna 


luna."] Montevideo, 1934. 

* Ink and colored pencils. 330 x 216 mm. 

* Dedication: Para mi viejo queridisimo camarada 
José Mora Guamido. Federico Garcia Lorca. 
Montevideo, 1934 (For my old and very dear friend 
José Mora Guamido. Federico Garcia Lorca, 
Montevideo, 1934). 
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° Exhib.: MEAC, Madrid, 1986; Casa de Espana, 
Paris, 1990. 

* Bibl: J.M. Guarnido, FGL y su mundo, Buenos 
Aires, 1958, pp. 209-210; Dib., 315, p. 241; 
facsimile in FGL, Romancero gitano, Madrid, Iberia, 
1988, n. p. 

Coll. Nora Dei Cas Giraldi, Lille. 


(José Mora Guamido, to whom the sketch and manuscript 
were dedicated, wrote in FGL y su mundo (Buenos Aires, 
1958, pp. 209-210): "I had had a slight problem with Lorca. 
Before I had left Granada, in the Fall of 1923, on our walks 
through the deserted, early morning streets, Federico had 
recited to me -I'm sure- almost all of the ballads that were 
published in 1927 under the title of the Gypsy Ballads. 
One of them, the "Romance de la luna, Juna," the first in 
the serics, had impressed me greatly, and I had told him so 
with such sincerity that he answered: "I'm going to dedicate 
it to you.” He took the original manuscript from his pocket 
and inscribed it." Mora goes on to describe the publication, 
“a while later," of the ballad in the magazine Proa, in 
Buenos Aires (no 11, 1925, pp. 15-16), with the ballad still 
dedicated to him, and his annoyance over the 
disappearance of his name in the first edition, where the 
ballad is dedicated to Lorca's sister Conchita Garcia Lorca. 
The poet made amends in Montevideo, where he copied the 
poem in longhand, and added a new sketch and a new 
dedication. 


) 








378. [Autograph Manuscript of “Cazador” (Hunter) and Halj- 

Moon_] 1934. 

¢ Ink on the page of an album. 200 x 159 mm. 

* Inser.: A Marta Luisa Diez-Canedo |...) Montevideo- 
1934 / Legaci6n de Espana (To Maria Luisa Diez- 
Canedbo |...) Montevideo- 1934 / Spanish Embassy) 

© Bibl.; Poem in Canciones, Malaga, Litoral, 1927; 
Dib., 316, p. 241. 

* Coll. Maria Luisa Diez-Canedo, Nerja (Malaga). 
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379. 





[Moon and Sun for "Dos normas" (Two Norms), ca. 
1934.] 

© Inkon paper. Illustrating the poem. 

© 270x190. 

© Text and description of the ms. [Crossed out 
drawing of a sun: to the side, a waking half moon. 
The text of the first "décima’ follows:] Norm of 
yesterday encountered / on my present night / 
Adolescent splendor / which opposes the snowfall / 
The two secretive pupils of my eyes / cannot give 
you shelter / dark with [crossed out: love] floating 
moon / with an open heart / but my love looks for 
the garden / where your style does not die // There 
follows a tiny drawing of the sun, and the text of 
the second "décima”: Norm of breast and hip / 
[crossed out: over] under the stretching branch / 
ancient and newbom / virtue of Spring / My nude 
would like / to be a dahlia of your destiny / bee, 
murmur or wine / of your number and madness / 
but my love searches for the pure / madness of 
breeze and trill 

Bibl.: Eutimio Martin, "Algunas precisiones sobre 
‘Normas’, de FGL," Cahiers de Etudes Romanes, 3 
(Aix-en Provence, 1977), pp. 169-177; M. 
Hemandez, ed., FGL, Divan del Tamarit, Madrid, 
1981, pp. 171-173. 

Coll. Fundacion FGL, Madrid 


° 





380. [Gypsy Weeping for Ignacio Sanchez Mejias]. 

e Ink on second page of the manuscript of Llanto por 
Ignacio Sanchez Mejias. manuscrito del Llanto por 
Ignacio Sanchez Mejias regalado a José Mania de 
Cossio. 215 x 155 mm. 

e Bibl.; Dib., 318, p. 241. 

© Coll, Jose Mania de Cossio, Casona de Tudanca 
(Diputacion Provincial de Santander) 





381, [Bust with Arrow, 1936.] 

© Pencil on paper. 

© 277x217 mm. 

© Sketch on the first page of the manuscript of the 
interview with the caricaturist Bagaria (interview 
published in El Sol, June 10, 1936). 

© Bibl.: Reproduced in "Didlogos de un caricaturista 
salvaje," Prélogo, 4 (1989), p. 39. 

© Coll. Pundacién FGL, Madrid. 


This list includes drawings known only through written and 
oral testimony. Also mentioned here are drawings whose 
location is unknown but which have been reproduced one 
or more times. These have already been described in the 
eneral catalogue. Their mention here will remind the 
teader of how widely scattered, and how difficult to recover, 
is Lorca's graphic work. These drawings have been 
mentioned occasionally and in some cases reproduced, 
almost by chance, in newspaper and magazine articles or in 
careless editions over the years. 


1. 


Judgement of General Berenguter/Juicto del general 
Berenguer, Nina saltando a la comba/Girl Skipping 
Rope, Plaza de toros/Bull Ring, ca, 1925. These three 
drawings were shown at a private exhibition at the 
house of Ramén Pérez Roda. They were given by the 
poet to the daughters (then children) of Francisco 
Gonzalez-Méndez, brother-in-law of Pérez Roda. At 
least the second of these drawings was extant in 
1976. A color drawing of a girl skipping rope was 
described to me by the widow of the painter Burgos 
Guindo. The two first drawings are mentioned by 
Eduardo Molina Fajardo in "Lorca inédito: dos 
dibujos, una carta, un soneto a Falla,” Estafeta 
literaria, 456 (November 15, 1970). Eulalia-Dolores de 
la Higuera confirms and expands upon this 
information in Mueres en la vida de GL, Granada, 
1980, pp. 44-45. Sce Dib., 76 (quotation and 
commentary). 


Algarinejo Square. Plaza de Algarinejo, Granada, ca. 
1925. This drawing, of unknown dimensions and 
perhaps of the same provenance as the preceding 
three, was shown for the first time in 1977 in the 
Galeria del Banco de Granada and at the University 
of Salamanca. Shortly afterward, it was acquired by a 
private French collector, and there is no notice of its 
having ever been reproduced. 


Lady in a White Mantilla. Dama con mantilla blanca, 
June 1925. Letter of Salvador Dali to FGL: 
"Distinguished friend: The sketch of the white 
mantilla is undoubtedly the finest of yours I have 
ever seen. Your letter has cheered me up 
extraordinarily with its infinite photographs and its 
infinite states of being, and has reminded me of our 
good times together.” (In Antonina Rodrigo, Lorca- 
Dalt Una amistad traicionada, Barcelona, 1981, pp. 
224 and 226. R. Santos Torroella, ed., "Salvador Dali 
escribe a Federico Garcia Lorca," Poesia (Madrid), 27- 
28, pp. 12 and 117. 


Spanish Lady. Dama espaniola, 1926, from the 
collection of Pedro Salinas who thanks Lorca, on 
November 18, 1926, for having sent him this drawing 
in a letter. See C. Maurer, "De la correspondencia de 
GL: datos inéditos sobre la transmisi6n de su obra,” 
Boletin de la Fundacién FGL, | (1987), p. 68. Solita 
Salinas de Marichal informs me (1985) that she docs 
not remember this sketch, but does remember 
another, which her father had framed: a figure in 
color of a bishop or similar personage. See no. 5. 


5. 








San Nicolés. St Nicholas. Mentioned in a lecture on 
Lorca given in English by Pedro Salinas at the Pratt 
Library, Johns Hopkins University, on March 18, 
1942 (English typescript in Special Collections, the 
Milton S. Eisenhower Library, Johns Hopkins, 
Baltimore): "[Lorca] did not paint [sic] masterpieces 
certainly, but what he painted had a distinctive 
quality and poetic grace. I remember that when my 
daughter was a child, if Federico came to the house, 
to amuse her he would draw on any picce of paper 
that came to his hand, pictures in color that 
enchanted us all. One of the most treasured objects 
that I had in my house was a sketch of St. Nicholas, 
done by the poet in half an hour or less, and left by 
him when he went away as something of no value. I 
had it framed and hung it on my living room wall. 
When Federico came again and saw it framed and 
hanging up like a work of art, with marvellous 
sincerity, he laughed and said: ‘Well, do you know, it 
isn't badI I like it, I like it.” The translator {s grateful 
to John Crispin for a copy of this lecture. 


Illustrated letter to Rafael Alberti, who writes ("Lineas 
y colores,” Trece de Nieve, n.s., 1-2, 1976, p. 153): "In 
the Winter of 1976, when I was in Rute, a dramatic 
village in the Sierra Morena of Cérdoba, I received a 
very brief letter from Garcia Lorea which said: Dear 
Cousin: Yesterday there was a great storm here. Tell 
me, please, if there was one there too. I am working 
hard on poetry, which wounds me and commands me. 


Goodbye! 

By the mill of love, 

and the blossoming grapefruit tree, 
Goodbye! 

A big hug from Federico. 

When are you coming to Granada? 


"This curious, tiny letter was lost, along with so many 
other things, during the Spanish Civil War. Along 
with the letter, in the poet's impossible calligraphy. 
there was a sketch, a little illustration of the poem, 
and a signature where the 'F of his first name was 
greatly prolonged (he used to do the same with the 'G” 
and the 'L’ of his last name. I think now about letters 
and drawings by Lorca that have not yet been 
recovered or are lost forever, for some of his less- 
known friends died in the war. The litle drawing that 
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he sent me belonged to his ‘child-like’ period: he was 10. 


at that genial age in which children are always trying 
to ‘get it right,’ and their drawings come out 
marvellously ‘wrong.” 


For the catalogue of 1986, Rafael Martinez Nadal sent 
a reproduction of a drawing from his collection, the 


Legend of Jerez (1927). He announced that the bt 


following year he would publish a "color drawing" and 
"other mementos and vignettes of the poet” (letter of 
March 1, 1986 to Manuel Fernandez Montesinos and 
Aurelio Torrente). Among these drawings there was 
probably a variant on the series of faces with a zig- 
zag beard on a copy of the Ode to Walt Whitman 
(1933) (author's conversation with Martinez Nadal, 
London, 1978). There is an additional piece of 
information which has not yet been confirmed. "In 
1932 a young student of French from Madrid was 
named Reader in Spanish at the University of Poitiers 
under the direction of Sarraihh |...] Among his books 


Nadal had numerous manuscripts of Lorca and a first 1), 


edition of the Gypsy Ballads adomed with drawings 
and aquarelles [sic] by the poet himself" (A. Guibert 
and L. Parrot, FGL, Paris, Seguers, 1972 (Ist ed. 
1947), p. 72. 


Nine drawings from the exhibition at the Galerias 
Dalmau (Barcelona, 1927) which have not been 
located or identified. The number in parenthesis is 
the one given in the Dalmau catalogue, which listed 
24 drawings: Clair de lune/Claro de luna (1), 
Glass/Vaso de cristal (3), Glass/Vaso de cristal (4), 
Water Drop/Gota de agua (7), Fish-Eye/Ojo de pez 


(8), Scandal/Escéndalo (9), St Theresa of the Blessed 13. 


Sacrament/Santa Teresita del Santisimo Sacramento 
(10), The East Wind/El viento Este (18), 
Fishbowl/Pecera (21). It seems probable that the 
Pecera was Pecera japonesa (Japanese Fishbowl), as 
indicated in no. 112, supra. 


Cleopatra, 1927. In a letter to Sebastian Gasch, Lorca 
writes: "These last drawings I've done cost me a great 
deal of time and effort. 1 abandoned my hand to 
virgin territory and my hand together with my heart 


brought to light the miraculous elements. I 14, 


discovered them and took them down. I put out my 
hand again, and so, out of many elements, I chose 
the characteristics of the subject or the prettiest and 
most inexplicable ones, and I composed my drawing. 
This is how I composed the ’Sevillian |Bullfighter?],’ 
the ‘Mermaid,’ the 'St. Sebastian,’ and almost all of 
those that have a little cross. There are pure 
miracles, like ‘Cleopatra, that gave me a shiver when 
that harmony of lines appeared which J hadn't 
thought of, nor dreamed, nor desired; I wasn't even 


inspired, and | said, 'Cleopatral’ on seeing it, and 15. 


that’s the truth! Later my brother corroborated it. 
Those lines were the exact portrait, the pure emotion 
of the Queen of Egypt.” (D. Gershator, Selected 
Letters, p. 119). 
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In addition to Wounded at Dawn, sent to Barmadas in 
a letter of 1927 (see no. 129), Lorca sent a second, 
unknown drawing in a letter of about the same period 
(see introduction, supra). The poct writes: "A hug and 
a sketch from your friend, who loves you and admires 
you.” 


Unknown drawing for the cover of Mariana Pineda, in 
series of plays published by La Farsa, Madrid, 1928. 
The poet Valentin de Pedro writes to Lorca on August 
20, 1928: "Today I received the package with the 
photos and drawings. A little later I got your letter. 
|...] [have hurriedly tumed over the drawings to the 
engraver, so that they can be intercalated into the 
text. I will pull the ones done by Barbero and put 
yours in their place. |...) What we simply cannot use-- 
{t's too late--is the cover, for that part of the book has 
already been printed. It doesn't look bad. It has a 
certain refinement.” C. Maurer, art. cit., p. 73. 


Illustrated copy of Primer romancero gitano, 
Residencia de Estudiantes, 1928. Rafael Méndez, to 
whom the ballad "Reyerta” (The Brawl) is dedicated: 
"When the book had been printed, Federico came 
with various copies to the Residencia. He came to my 
room with one of them, and illustrated some of the 
ballads with a sketch. The precious book was left in 
the library of the house I had rented in Madrid on the 
calle de Casado del Alisal, near the Prado; my books 
disappeared at the end of the war.” Caminos inversos. 
Vivenctas de clencla y guerra, prologue by Ramon 
Xirau, Mexico, FCE, 1987, p. 26. 


Lady in a Mantilla. Dama con mantilla, ca. 1927- 
1928. This drawing belonged to Emesto Giménez 
Caballero, who has remembered: "Federico Garcia 
Lorca too sometimes came to 41 Canarias [address of 
La Gaceta LilerariaJ and besides his manuscripts he 
gave me a pastel drawing of a woman in a mantilla 
watching the bulls" (Memorias de un dictador, 
Barcelona, Planeta, 1981, p.1 68). Judging from the 
description, this drawing belongs to the series of 
"Spanish Ladies.” 


Spanish Lady/Dama espanola, St. Sebastian/San 
Sebastian, and other drawings for Luis Lacasa. Sce 
introduction, and See L.L., "Recuerdo y trayectoria de 
FGL, Literatura Soviética, 5 (1946), p. 40. These 
sketches probably date from 1927-1928 (sketches of 
St. Sebastian), the period of a projected Idiota- 
Gallina-Kodak (Idtot-Hen-Kodak) with texts by Lorca 
and illustrations by Lacasa, a project mentioned in a 
letter, and about which nothing else is known. See C 
Maurer, op. cit., p. 73. ; 


According to Robert Deschames, on the back of a 
famous painting by Dali, Le feu lugubre, “oil and 
collage on cardboard,” there is a drawing by Lorca, 
According to Deschames, the picture was "painted in 
Cadaqués during the summer of 1929" (R.D., Dall La 


16. 


17. 


19. 


obra y el hombre, Barcelona, Tusquets, 1984, pp. 98- 
99. 


A “brief, illustrated poem” in the possesion of Flor 
Loynaz del Castillo, done in Cuba, 1930. The little 
poem is thematically related to The Audience and to 
"Little Infintle Poem.” 


TEOREMA DEL AMOR 


Un solo y son dos. 

Dos y es un corazon. 

Mil, y es un solo dolor. 

Dos y es ninguno de los dos. 
Oh luna mial 

Oh teorema de amor! 


(One alone, and they are two. / Two and it is a heart. 
/ A thousand, and it is a single pain. / Two, and it is 
neither one. / Oh my moon! / Oh theorem of lovel) 
(See Moisés Pérez Coterillo, "La Habana: donde Lorca 
escribié El ptiblico." El Puiblico, 10-11 (1984), pp. 39- 
43. 


Bust of Pierrot and Guilar, in Juan Marinello, Garcia 
Lorea en Cuba, Havana, Ediciones Especiales, 1965, 
p. 36. Reproduced with words missing in the margin, 
so that one cannot read the complete dedication. 
Probably: "A Gabriel Blarcel6).” 


Drawings and dedications in his own books, done for 
the women students of the Bach Conservatory, 
Havana, 1930, according to Antonio Quevedo in "El 
pocta en La Habana" (FGL, Charlas y conferencias, 
Havana, Ministerio de Educaci6n, 1961). Quevedo's 
description reads in part: "To a young woman who 
put on aristocratic airs and gazed at Lorca 
passionately: "When I am Duke of Genil, I will return 
to Cuba with the orange blossom of our wedding. Our 
honeymoon (if you still love me) will be of sugar cane 
on a field of gules.” (Drawing; a chessboard showing 
only the queen, who is wearing a hoopskirt and, 
instead of a crown, a snail with two little horns.). To a 
piano student who wanted to play the harpsichord: 
You will take my portrait in the manner of Couperin, 
perfumed with the furs of Russia, and so that the 
portrait will tum out well, your black girl will ery 
from afar; ‘Smile, sir!’ (Drawing: A Roccoco picture 
frame with nothing inside but a sticker saying ‘FOR 
RENT)." 


As was mentioned in the list of costume designs for 
The Shoemaker's Prodigious Wife, supra, the premiere 
of 1930 was done, according to the program, with 
"sketches for costumes and stage sets by Federico 
Garcia Lorca, realized by Salvador Bartollozzi.” These 
sketches are totally unknown, though one finds 
indirect echoes of them in the photographs of the 
performance. Apparently Bartollozzi kept closely to 
the style Lorea had indicated. 


20. 


21. 


22. 


23. 


24. 


25. 


Harlequin. Arlequin. 1933. Sketch with dedication 
mentioned by C. Morla Lynch in En Espana con 
Federico Garcia Lorea (Madrid: Aguilar, 1958, p. 354). 
Morla Lynch had just written music for three poems 
of Lorca. "In reward for my modest collaboration, 
Federico drew from his pocket a brief poem which he 
dedicated to me, along with one of his sketches 
showing a harlequin: ‘Carlos elemente, / eres un 
jardin en el Oriente’ (Carlos, elemente, / you are a 
garden in the Orient’) Elemente, which plays on the 
word elemento (element) was one of the neologisms 
used jokingly by the poet in conversation with his 
friends. 


Four sketches that formed part of the collective 
exhibition in the Ateneo de Huelva in 1932: The Moon 
of the Seminarians/ La luna de los seminaristas (1); 
Assasination in New York/Asesinato en Nueva York 
(2); Desires of Dead Cities/Deseos de las ciudades 
muertas (4); and Orpheus/Orfeo (6). The final sketch 
seems to be alluded to by Gregorio Prieto, who wrote 
the following caption for drawing no. 88 of this 
catalogue: "The Forest of Orpheus with its Marvellous 


Colors" (Dibujos de GL, Madrid, Afrodisio Aguado, 26. 


1955, n.p. 


Dedication and sketch for Marcelle Auclair in a copy 
of the Ode to Walt Whitman (Mexico, Alcancia, 1933). 
The copy was sold or auctioned in Paris, according to 
Juan Manuel Bonet in 1986. 


Color drawing in an autograph album that belonged 
to Laura de los Rios. The album was lent to Ramon 
Pérez de Ayala, who took it home thinking to 
embellish it with a literary composition, The album 
was lost and has not been found by the writer’s heirs 
(oral and written testimony of Laura de los Rios to 
Mario Hernandez, confirmed by Juan Pérez de Ayala). 


According to Maria Clementa Millan: "In 
conversation, [Manuel] Garcia Vifolas told us of the 
existence of an oil painting by Lorca entitled La bestia 
(The Beast), which was lost in 1939. Signed by the 
artist, it showed a dark army in red helmets, and was 
done on a sheet a little larger than a cuartilla 
(Spanish paper size). ("Un inédito de GL," Cuademos 
Hispanoamericanos, 433-434, 1986, p. 31). The 
description leads us to suppose that this was not an 
oil painting (no oils by Lorca are known) but rather a 
work in ink and colored pencils on paper. The 
characteristics remembered by Garcia Vinolas years 
later would correspond to a sketch similar to those of 
the New York period. In some of them Lorca uses 
crayons with a thick consistency. A drawing of this 
type might explain Garcia Vifolas’ distant memory of 
an oil painting. 


Of the drawings which Manuel de Falla must have 
possessed, only two have been preserved (nos. 84- 
85), and the first is a mere unfinished study. One can 


easily imagine that Lorca did costume and set 
designs for the comic opera Lola the Playactress, an 
early project on which he collaborated with the 
composer, but which the two did not bring to 
completion. Even if these drawings never existed 
(they would have been more likely had the work 
reached completion), one can still suppose that Lorca 
presented numerous drawings to Falla, as he did to 
other people from Granada: Emilia Llanos, José 
Segura, Miguel Ceron, Ramén Pérez Roda and 
Hermenegildo Lanz, all of them friends and admirers 
of the musician. For unknown reasons, a large part of 
this material has not been found. It would include 
Separate drawings, dedications and vignettes or 
illustrations in books (none of the books Lorca must 
inevitably have dedicated to Falla has reached us), 
and also correspondence after 1927, the year of the 
last known letter. Falla was in fact extrmeely careful 
to preserve all sorts of documentation. From his 
archive, for example, comes the only known original 
of The Girl Who Waters the Basil and the Inquisitive 
Prince, although in a faulty copy. 


Letters with illustrations, of unknown date, to the 
poetess Concha Méndez, who married the poet 
Manuel Altolaguirre. C. Méndez has said of her 
correspondence with Alberti; "I had those letters, 
along with other illustrated letters from Federico, in a 
safe deposit box which I lost during the [Spanish 
Civil] War." See Memorias habladas, memorias 
armadas, Madrid, Mondadori, 1990, pp. 56-57. 
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119. Two Quinces. Havana, 1930. (Cat., 240.1) 
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Borges, Norah, 63 

Boyer, Agustin, 243 

Boyer, Carlos, 243 

Brugmans, H., 119 
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Casa-Museo Jovellanos, Gijon, note 
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